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ABSTRACT OF DISSERTATION

SIX JAPANESE GARDENS NND TROIS RIVIERES: DELTA:
AN ANALYSIS OF KAIJA SAARIAHO’S TWO MAJOR WORKS FOR SOLO
PERCUSSION AND ELECTRONICS
Music for solo multiple-percussion (“multi-percussion”) has been rapidly
developing in terms of quantity of and creativity exhibited within works since this genre
was established in the late 1950s. It is important to underscore, analyze, and question the
music of composers who have helped further multi-percussion towards the highest level
of musical excellence possible as the genre continues to expand and mature. Finnishborn composer Kaija Saairaho has achieved international fame and success with her
acoustic, electronic, and electro-acoustic (the simultaneous combination of electronic
and acoustic elements) compositions. She has a large body of musical works, including
two compositions for solo percussionist with electronics. Six Japanese Gardens and
Trois Rivieres: Delta. Through research and analysis of these two works, this study will
provide clarity on the complexities the modem percussionist must conjfront by offering
information on the pieces’ methodology and background, as well as optional solutions to
performance issues.

ICEYWORDS: Kaija Saariaho, Mulitple-Percussion Solo, Six Japanese Gardens,
Trois Rivieres: Delta, Analysis
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CHAPTER 1
INTRODUCTION
Multiple-percussion (“multi-percussion”) evolved in the early-twentieth century
as composers increasingly utilized “noise” as a new resource. Around this time,
composers explored new compositional methods and began to move away from
employing tonal harmony as the principle means of musical structure. The field of
percussion allowed for the highest potential level of “timbral efficiency” - the amount of
sonic possibilities available to a single performer - compared to any other instrument.'
With a fresh and innovative perspective on both timbre and structure, composers freed
percussion from its supportive role in the orchestra by giving percussion its own
soloistic voice.
The use of percussion in jazz can be traced from its roots in New Orleans-based
second-line music, where two players performed the snare drum and bass drum parts
separately. Eventually, both parts were combined and executed by one person, a
technique that became known as double-drumming - one person playing both the snare
'y

drum and bass drum. This style of drumming evolved partly due to the economic
benefit of paying one player instead of two, and was aided by the invention of the bass
drum pedal, patented in 1909 by William F. Ludwig, Sr. Later, different devices,
instruments, and “traps” (an abbreviation of “contraptions”) were incorporated into what

' Steven Schick, “Multiple Percussion,” Encyclopedia ofPercussion, 2nd ed., ed. John H. Beck
(New York: Taylor & Francis Group, 2007), 289.
^ Robert B. Breithaupt, “The Drum Set: A History,” Encyclopedia ofPercussion, 2nd ed., ed.
John H. Beck (New York: Taylor & Francis Group, 2007), 201.

is now known as the trap set, drum kit, or drum set, which served as the foundation of a
multi-percussion set-up during the beginning of jazz.
The essence of solo multi-percussion is a single person performing on a unique
instrumental setup that draws from orchestral percussion, world percussion, and found
objects as an infinite palette of timbres and textures. Multi-percussion originates from
art music designed by composers including John Cage and Lou Harrison, whereas
traditional drum set playing is usually exempt from the solo multi-percussion category
as it is more clearly defined by its improvisatory roots in jazz and popular music.
Solo multi-percussion is one of the youngest forms of percussion music, having
its lineage in the chamber group settings where one percussionist must carry out several
percussionists’ parts simultaneously. Examples of early multi-percussion music within
the classical tradition of chamber works are Igor Stravinsky’s L’Histoire du Soldat
(1918) and Paul Hindemith’s Kammermusic No. 1 (1921). Solo multi-percussion music
would later be cultivated during the middle of the twentieth-century by musieal pioneers
such as John Cage (27’10.554 for a Percussionist, 1956) - arguably the first
composition for multi-percussion, even though the instrumentation was left undefined and Karlheinz Stockhausen (Zyklus No. 9, 1959). The growth of multi-percussion and its
repertory is in its infancy when compared to the centuries of repertoire available to many
other instruments such as the violin and piano, but composers are increasingly finding
the garden of multi-percussion to be fertile ground for their most adventurous pieces due
to its unlimited timbral combinations.

^ James Blades, “Changing Styles in Light Music,” Percussion Instruments and their History,
rev. ed., (Westport, CT: The Bold Strummer, 2005), 458.

In his editorial “The Paradoxes of Percussion,” Bob Becker touches upon the
ironic principle underlying the entire genre of multi-percussion. He questions how
percussionists who perform a repertoire in which each work has a unique notation,
instrumentation, and set up can perform works with the same virtuosity and musicality
as other solo musicians who have been practicing and performing on one instrument for
years and perhaps decades.'* Among its many challenges, each multi-percussion work
involves instrumental set-ups that are unique creations, and that exist only for one piece
(and sometimes for one performer). Considering the numerous instruments and
implements available as personal choices, the standardization of interpretation and
approach to any multi-percussion piece becomes a unique dilemma. One could spend
considerable time contemplating and deliberating on such questions as what type of
woodblock to use, what implement to use for striking, and how exactly to strike the
chosen woodblock with the chosen implement for any given piece, and it is these types
of choices that determine the clarity of musical interpretation.
Finnish-born composer Kaija Saariaho (b. 1952) is one of today’s leading
composers in the field of contemporary music utilizing electronic, electro-acoustic, and
acoustic instrumentation. She has earned numerous accolades including the “2008
Composer of the Year” by Music America and Prix Italia, the Kranichsteiner Prize
(Darmstadt), the Ars Electronica Prize (University of California, San Diego), the
Grawemeyer Award (University of Louisville), Nemmer’s Prize (Northwestern School
of Music), and the Leonie Sonning Music Prize (Denmark), whose premier recipient was
Igor Stravinsky. Saariaho’s output exceeds over one hundred completed pieces to date.

^ Bob Becker, “Editorial: The Paradoxes of Percussion,” Contemporary Music Review 7, no. 1
(1992): 1-4.

All musical works require clarity in interpretation to be successful. This
document will focus on illustrating ambiguities and solving performance problems in
Kaija Saariaho’s Six Japanese Gardens and Trois Rivieres: Delta by constructing a more
informed performance through an imderstanding of her compositional processes.

Copyright © Bradley E. Meyer 2011

CHAPTER 2
A BRIEF HISTORY OF MULTI-PERCUSSION MUSIC
Solo multi-percussion is defined as a composition requiring “a single player to
perform on two or more percussion instruments.”^ The notion of multi-percussion began
as double-drumming in popular music in New Orleans, but the concept of multi
percussion in Western art music started during the Industrial Revolution, when Italian
Futurists such Filippo Tommaso Marinetti and Luigi Russolo recognized noises from
trains, steam engines, and internal combustion engines as viable sound sources for music
compositions as seen in The Art of Noise (1913) and Founding and Manifesto of
Futurism (1909).^ ^ This acceptance of “noise” into the concert realm provided
composers with new horizons for the percussion family of instruments. This change in
thought moved percussionists from playing a subservient role in ensemble situations to
providing a more autonomous musical function. Steven Schick claims:
The nature of the tonal language practiced by classical and romantic
European composers meant that percussion sounds had to be folded into
the limited timbral, rhythmic, and melodic rhetoric of the orchestra. The
dissolution of tonal harmony as a means of engineering large-scale
musical EU'chitecture meant the liberation of percussion from a merely
supportive role.*
When the Futurists claimed their short-lived spotlight of popularity, every sound
source became equally legitimate in the field of music. Although the classical orchestra

^ Steven Schick, “Multiple Percussion,” Encyclopedia of Percussion, 2nd ed., ed. by John H.
Beck (New York: Taylor & Francis Group, 2007), 289.
^ Luigi Russolo, The Art ofNoise {Futurist Manifesto, 1913), trans. Robert Filliou, (New York:
Something Else Press, 1967)
’’ Filippo Tommaso Marinetti, “The Founding and Manifesto of Futurism,” originally published
in Le Figaro, Feb. 20, 1909, and subsequently in R. W. Flint (ed.), Marinetti: Selected Writings by F. T.
Marinetti, translated by R. W. Flint and Arthur A. Coppotelli (London: Farrar, Straus & Giroux, 1972).
Translation copyright © 1972 by Farrar, Straus & Giroux, Inc.
* Steven Schick, “Multiple Percussion,” Encyclopedia of Percussion, 2nd ed., ed. by John H.
Beck (New York: Taylor & Francis Group, 2007), 289.

was initially slow to incorporate the newly emerging sounds of contemporary
percussion, orchestras eventually began to integrate the soimds of brake drums, propane
tanks, and car horns alongside of violinists with 250-year-old instruments. Thus, the
history of percussion and the subgenre of solo multi-percussion were bom. Schick
describes the rapid growth of percussion when he states, “Percussion sounds didn’t stay
caged for long."^ In order to better comprehend where multi-percussion currently stands
and how Kaija Saariaho’s Six Japanese Gardens and Trois Rivieres: Delta fit
contextually into its timeline, let us turn to consider the origins of multiple-percussion.
Around the beginning of the twentieth-century, Futurists composers helped
create a change in how people differentiated between, or more importantly, made
associations between noise and music. Filippo Tommaso Marinetti (1876-1944) started
this movement with his essay Founding and Manifesto of Futurism. The ideas and
philosophy in his essay would springboard a new generation of composers/performers
who would utilize the technology of their time to create iimovative works of visual and
audio art. Concerts put on by Futurists were called “syntesi,” which used machines to
create sounds and projectors to show visual art simultaneously. Syntesi were early
manifestations of what is now known as multi-media (a.k.a. intermedia) events.
Francesco Balilla Pratella’s (1880-1955) Technical Manifesto of Futurist Musicians
(1910) and Luigi Russolo’s (1887-1947) L’Arte dei Rumori {The Art of Noise), would
become pillars of the Futurist movement. In The Art ofNoise, Luigi Russolo states:
Thus we are approaching noise-sound. This revolution of music is
paralleled by the increasing proliferation of machinery sharing in human

Ibid., 16.

labor.... It [music] has tried to obtain the most complex succession of
dissonant chords, thus preparing the ground for Musical Noise.”''’
Russolo also categorizes the “futurist orchestra” into six families of instruments:
1)
2)
3)
4)
5)
6)

roars, claps, noises of falling water, driving noises, bellows
whistles, snores, snorts
whispers, mutterings, rustlings, grumbles, grunts, gurgles
shrill sounds, cracks, buzzings, jingles, shuffles
percussive noises using metal, wood, skin, stone, baked earth, etc.
animal and human voices: shouts, moans, screams, laughter, rattling, sobs II

Other artists who furthered the Futurist movement were Umberto Boccioni (18821916), Carlo Carra (1881-1966), Giacomo Balia (1871-1958), Ardengo Soffici (18791964), Giovanni Papini (1881-1956), and Enrico Cavacchioli (1885-1954). Whereas the
aforementioned were involved in the movement at some point in their lifetime, several
were initially against and/or ultimately abandoned their Futurist associations.
Nevertheless, their beliefs in musical noise helped advance the perception that
percussion sounds are as musical as any other instrument ever created.
The original multi-percussionist was the trap drummer, a person who played
several independent parts simultaneously. One of the earliest origins of multi-percussion
can be traced to military music, which used one person to play bass drum (sometimes
with attached cymbal) and another person to play snare drum. As outdoor military music
ensembles gradually transitioned indoors for entertainment purposes, a single person
would play the bass drum and snare drum in a style known as double drumming. The
trap drummer’s inventory of equipment expanded with the most elaborate trap-set
configurations belonging to the theatre drummer. Theatre drummers had a set-up that
“consisted of a bass drum with cymbal attached, side drum, a ‘crash’ cymbal, a
Luigi Russolo, The Art ofNoise {Futurist Manifesto, 1913), trans. Robert Filliou, (New York:
Something Else Press, 1967), 5.
" Ibid., 10-11.

woodblock, and a few luxuries (effects), such as a triangle, tambourine, castanets,
slapstick and a few whistles, a pair of sandpaper blocks, and later the wire brushes”*^
Drum set playing developed as the trap-set evolved from the early music of New
Orleans into Dixieland bands, and from there into the big band, the swing era, Be-bop,
and numerous other styles associated with the development of jazz. Some of the great
innovations of drum set playing have allowed multi-percussionists to utilize all available
appendages with advancements such as the foot pedal.
William F. Ludwig Sr. (1879-1973) developed the first bass drum pedal, which
he designed in 1909. His innovation would lead to numerous types of foot pedals such as
those invented to open and close cymbals. These pedals were known as the “snow shoe
cymbal beater,” the “low boy,” and the “high boy” (hi-hat). Such developments allowed
for more parts to be played simultaneously by helping percussionists utilize their feet to
strike instruments. With the addition of two more limbs, composers gained the freedom
to write music with an even higher saturation of rh)dhmic and sonic density.
Charles Ives’s (1874-1954) Ragtime Dances (1902-04) were the first pieces of
classical music composed for multi-percussion. The dances incorporated written music
for trap-set, requiring the percussionist to read a part rather than improvise

as was

typically done in popular music bands of the time. Over a decade later, Igor Stravinsky
(1882-1971) would compose L’Histoire du Soldat (The Soldier’s Tale), written at the
end of his Russian Period in 1918. L’Histoire has become one of the most famous uses
of multi-percussion in the classical repertoire due to Stravinsky’s international
reputation and his masterful use of multi-percussion at such an early stage in its

James Blades, “Changing Styles in Light Music,” in Percussion Instruments and their History,
rev. ed., (Westport, CT; The Bold Strummer, 2005), 458.

maturity. Charles Ferdinand Ramuz (1878-1947), said to be “the first serious Russian
scholar of Slavic folklore,”’^ based L’Histoire's narration on a Russian story by
Aleksandr Afanasyev (1826-71) about a soldier who trades his violin for a book that
contains the information to obtain unlimited knowledge, money, youth, and power.
Stravinsky produced several other versions of L ’Histoire, including an eight-movement
suite adapted in 1919 and a five-movement suite for violin, cello, and piano in 1920. The
eight-movement version utilizes a small ensemble consisting of violin, double bass,
clarinet, bassoon, trumpet, trombone, and percussion. By utilizing an economic
instrumentation, Stravinsky was able to compose a “piece that could tour around and be
cheap to perform....”''* Stravinsky’s instrumentation in L’Histoire is akin to the New
Orleans bands of the time and may have been influenced by scores Ernest Ansermet
(1883-1969) brought from America to show Stravinsky. Stravinsky wrote, “My
knowledge of jazz was derived exclusively from [Ansermef s] copies of sheet music,
and as I had never actually heard any of the music performed, I borrowed its rhythmic
style not as played, but as written.”'^ Ansermet conducted the 1918 premiere
performance of L ’Histoire in Lausanne, Switzerland.
There are numerous advanced compositional aspects within L ’Histoire, but the
most significant to percussion history is the use of a single percussionist performing on a
wide variety of instruments. Due to the massive governmental expenditures in World
War I, most opera houses in Europe did not have the financial resources to rehearse and
Maria Nikolajeva, "Slavic and Baltic countries," The Oxford Companion to Fairy Tales, ed.
Jack Zipes, in the Oxford Reference Online (New York: Oxford University Press, 2002)
http://www.oxfordreference.com/views/ENTRY.html?subview=Main&entry=tl93.e722 (accessed
November 30, 2010).
Steven Walsh, “Stravinsky, Igor,” The New Grove Dictionary ofMusic and Musicians, 2nd ed.,
ed. Stanley Sadie (New York: Macmillan Publishers, 2001), 24:538.
Eric Walter White, Stravinsky: The Composer and his Works, 2nd ed. (Berkley, CA: University
of California Press, 1979), 270.

perform a large orchestra, such as the type found in Stravinsky’s earlier Russian Period.
The use of one person to play an entire percussion section’s music, along with a small
ensemble of performers, came about because “royalties were virtually nonexistent in the
latter part of the war, and the tale [L ’Histoire] grew out of the need for a work which
could be frequently performed, if necessary under adverse circumstances, with minimal
scenery and few players.”'^
Stravinsky used percussion methodically throughout L ’Histoire, so much in fact
that Eric White reports, “He [Stravinsky] had bought a set of instruments from a shop in
Lausanne and learnt to play them himself”’’ The total instrumentation for the
percussionists is bass drum, two side drums (without snares), cymbals (one suspended
cymbal and one pair of crash cymbals), tambourine, and triangle. Stravinsky specifically
made a diagram of how he thought the instruments should be placed in relation to the
performer. He created the layout “in the shape of a diamond, allowing the drums to be as
close together as possible. A compact set-up was essential in allowing the performer to
accurately maneuver around the instruments.”'*
Stravinsky pioneered a new system of notation by creating a staff that would
change shape depending upon the specific needs for each section. With the use of this
new type of percussion arrangement and notational process, Stravinsky would provide
the impetus for the creation of multi-percussion as a new genre. The staff Stravinsky
used, however, is “upside-down” in comparison to most modem multi-percussion
compositions, as he most often inverts the order of highest to lowest pitch from bottom
Stephen Walsh, The Music ofStravinsky (Oxford, NY: Clarendon Press, 1993), 91.
Eric Walter White, Stravinsky: The Composer and his Works, 2nd ed. (Berkley, CA: University
of California Press, 1979), 271.
Alyssa Gretchen Smith, “An Examination of Notation in Selected Repertoire for Multiple
Percussion” (DMA diss., Ohio State University, 2005), 25.
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to top, instead of top to bottom, as most composers would adopt after Stravinsky.
Table 2.1 contains a chronological listing of several pieces created in the early
years after L ’Histoire for one or more percussionists playing multiple instruments in a
mixed ensemble.

Date
1921
1922
1923
1925
1926
1929-30
1931
1933
1935
1936
1937
1939
1939
1939
1941
1941
1941
1942/59

Piece
Composer
Hammermusic No. 1
Paul Hindemith (1895-1963)
Facade
William Walton (1902-1983)
La Creation du monde
Darius Milhaud (1892-1974)
Music for the Theater
Aaron Copland (1900-90)
Tri dedinske sceny
Bela Bartok (1881-1945)
Concerto pour batterie et petit orchestre
Darius Milhaud (1892-1974)
Ionization
Edgard Varese (1883-1965)
Three Dance Movements
William Russell (1905-92)
Quartet
John Cage (1912-92)
Trio
John Cage (1912-92)
Sonata for Two Pianos and Percussion
Bela Bartok (1881-1945)
Fifth Syrnfony
Lou Harrison (1917-2003)
Bomba
Lou Harrison (1917-2003)
Concert Asiatique
Henri Tomasi (1901-71)
Canticle No. 3
Lou Harrison (1917-2003)
Lou Harrison (1917-2003)
Fugue
Third Construction
John Cage (1912-92)
Concerto for Violin and Percussion
Lou Harrison (1917-2003)
Orchestra
Lou Harrison (1917-2003)
1942
Suite
1943
John Cage (1912-92)
Amores
Eugene Bozza (1905-91)
Rhythmic
1948
Table 2.1: Chronological listing of significant pieces for one or more percussionist(s)
in a mixed ensemble before 1950.

Solo Multi-Percussion Timeline
In 1956, John Cage wrote 27’ 10.554” for a percussionist, the first composition
for solo multi-percussion. The question remains as to whether 27’ 10.554” is or is not a
legitimate a solo percussion piece as it does not specify the exact instrumentation needed
11

to perform the piece. Cage, however, verifies it as a solo multi-percussion piece when he
writes, “Percussion instruments are here divided into 4 groups...”'^ Cage describes the
four different groups of instruments, last of which is described as, “all others, e.g.
electronic devices, mechanical arrangements, radios, whistles, etc.”^° By adding the use
of electronics, 27’ 10.554” can also be considered the first electro-acoustic multi
percussion solo. The reference to using electronic instruments in 27’ 10.554” was a
result, as well as a foreshadowing, of Cage’s experiments with electronics in music.
Several notable pieces by Cage that utilize electronic devices are Imaginary Landscape
No. ^ (1951) for 24 players controlling 12 radios and Music for ‘The Marrying Maiden ’
(1960) for spliced magnetic tape.
Karlheinz Stockhausen’s (1928-2007) 1959 piece. Nr. 9 Zyklus {Cycles),
incorporates a cyclical arrangement of instruments and a cyclical score consisting of
sixteen pages. Zyklus was included into the 1959 Kranichsteiner Musikpreis
(Kranichsteiner Music Prize) competition associated with the Darmstadt Summer
Course offered at the Internationales Musikinstitut Darmstadt (International Music
Institute, Darmstadt). In Zyklus, the performer is permitted to start at the beginning of
any page, and the staves on each page are notated so that they can be interpreted in any
direction; forwards, backwards, right-side up, and upside down. The performer should
play from the first page chosen until he or she plays through the entire piece in
succession, and then end on the first note he or she first played. Stockhausen’s circular
instrumental set-up and cyclical compositional process causes the performer to complete

^ John Cage, 27’ 10.554" for a percussionist, (New York: Henmar Press, Inc.; New York: C.F
Peters, 1960).
Ibid.
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a full 360-degree turn with their body over the course of the entire work. Zyklus was
Stockhausen’s experiment using “total serialism with indeterminacy, allowing the
performer a certain amount of freedom within carefully controlled musical
parameters.”

This indeterminacy is representative of the time period in which it was

produced, as many other composers in the same time period were experimenting with
the two extremes of composition: indeterminacy and serialism. Indeterminacy is the use
of compositional parameters intended to guide a piece’s completion through the use of
randomness and unpredictability, whereas serialism is the process of controlling as many
parameters as possible to remove individual interpretation. Zyklus also contains an
instrument set-up diagram (Figure 2.1) that reinforces its circular nature.

Figure 2.1: Stockhausen’s diagram for the percussionist’s set-up in Zyklus Nr. 9, ©
Copyright 1960 by Universal Edition (London) Ltd., London/UE13186. Reproduced by
permission. All rights reserved.

B. Michael Williams, “Stockhausen: “Nr. 9 Zyklus”,” Percussive Notes 39, no. 3 (June 2001):
60.
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From 1959 on, the repertoire for solo multi-percussion has increased steadily,
eind while numerous composers have created works in the area of solo multi-percussion,
there have been several pieces that stand out from the rest because of their creation by
respected composers and their continued performance by notable artists. Some of the
pieces that have helped focus attention on solo multi-percussion are The King of
Denmark (1964) by Morton Feldman (1926-87), Janissary Music (1966) by Charles
Wuorinen (b. 1938), Toucher (1973) by Vinko Globokar (b. 1934), Rebonds (1989) by
Iannis Xenakis (1922-2001), and Bone Alphabet (1991) by Brian Femeyhough (b.
1943).
Feldman’s The King of Demark is a graphic notation piece, based on American
painter Mark Rothko’s (1903-70) concept of color field painting. Color field painting
focuses on color as the primary concern and form as the secondary. The score for The
King of Denmark asks the performer to use the body (fingers, arms, etc.) as the
implement to strike the instruments. Commenting on this work Feldman states:
What’s interesting about The King is that percussion was always used in
the sense that what was exciting about percussion was a kind of fantastic
availability of all these different kinds of attacks - and here, I take out the
aspect of attack. What did I do by using the fingers in The King? What
happened? I took out what was considered its strongest aspect.^^
Feldman used the softer extremes of the dynamic spectrum by indicating in the
preface that “all instruments to be played without sticks or mallet...dynamics are
extremely low, and as equal as possible” to produce a piece centered around subtly and
silence, which directly contrasts the furiously loud and aggressive Zyklus?^ As Feldman

Jan Williams, “An Interview with Morton Feldman,” Percussive Notes: Research Edition 21,
no. 6 (September 1983): 14.
Morton Feldman, The King of Denmark, (Glendale, NY: Edition Peters, 1965).

14

explains, “There’s the European school that has a very big parameter, using Zyklus as a
model - a kind of hard edge to a kind of Boulezian soft edge.”^'*
Wuorinen, a prolific composer and Pulitzer Prize winner, wrote Janissary Music,
a seminal piece in the timeline of solo multi-percussion literature. Janissary Music
requires a massive amount of instruments: vibraphone, marimba, 12 membranophones,
12 metallophones, and timpano tuned to the pitch “F.” In John C. O’Neill’s research, he
proposes:
Evidence of serial procedures applied to indefinite pitched percussion can
be seen in that both categories (skins and metals) are composed of twelve
members, thus allowing them to be assigned numerical equivalents to the
twelve-tone pitch system.
Wuorinen helped expand the boundaries of percussion by virtue of his mystique as a
world-class composer and his use of strict serialism to construct an exceptionally
difficult piece for the time period. Zyklus, Janissary Music, and Interieur I illustrate how
composers initially tried to capture the essence of multi-percussion by using massive
instrumentations, and by presenting as many timbres as possible. Each piece is a
synopsis or micro-universe of the world of percussion as it was known at the time.
Toucher combines spoken text in French with the use of seven instruments
played by the hands. Each instrument, or combination of instruments, represents a
specific syllable. Globokar, known for his virtuosity on trombone, composed Toucher
around the time he became head of vocal and instrumental research at IRCAM.

24
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Jan Williams, “An Interview with Morton Feldman,” Percussive Notes: Research Edition 2\,
no. 6 (September 1983): 12.
John C. O’Neill, “Recent Trends in Percussion Notation,” Percussive Notes: Research Edition
18, no. 1 (Fall 1980): 25.
Paul Griffiths and Anthony Burton, "Globokar, Vinko," The Oxford Companion to Music, ed.
Alison Latham, in the Oxford Reference Online (Oxford, CT: Oxford University Press, 2002)
http://www.oxfordreference.com/views/ENTRY.html?subview=Main&entry=tl 14.e2926 (accessed
December 4, 2010).
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Toucher incorporates text based on a play by Berthold Brecht. The play outlines a story
involving Galileo Galilei’s discovery that the Earth is not the center of the universe.
Globokar’s Toucher helped pioneer the use of small instrumentations found in pieces
such as Bone Alphabet by Femeyhough and Square Peg, Round Hole (2002) by Dennis
DeSantis (b. 1973) as well as the use of spoken text in pieces such as Trois Rivieres:
Delta (2001) by Kaija Saariaho (b. 1952), To the Earth (1985) by Frederic Rzewski (b.
1938), and Le Corps a Corps (1982) by Georges Aperghis (b. 1945).
Xenakis’s Rebonds represents a milestone in solo multi-percussion music
through the use of mathematics at both the micro and macro levels in composition.
Xenakis spent most of his life dealing with the complexities of higher-level
mathematics. He studied engineering at the Athens Polytechnic and then became the
assistant to Charles Edouard Jeanneret (1887-1965), also known as “Le Corbusier.” Le
Corbusier was a famous Swiss architect who invigorated the field of architecture with
his use of new ideas and concepts, including the Modular, a way to “calculate
proportionate

measurements

for

L ’Unite

using

a

system

of mathematical

unification....”^’ The Modular was based on ancient Greek mathematical ideas, which
attracted Xenakis because of his affinity for ancient Greece. Rebonds is divided into two
movements. Rebonds A makes use of seven drums, and Rebonds B employs a set of five
woodblocks Emd five drums; Rebonds can be played in either A/B or B/A order because
the arrangement of movements is irrelevant. However, the movements should be played
back-to-back without interruption, as is specified in the preface.^*

27

Paul Beyer, “All is Number: Golden Section in Xenakis’ “Rebonds”,” Percussive Notes 43, no.
1 (February 2005): 41.
Iannis Xenakis, Rebonds, (Paris: Editions Salabert, 1991).
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Femeyhough is one of few composers known for writing New Complexity
music. New Complexity is defined as the “complex, multi-layered interplay of
evolutionary processes occurring simultaneously within every dimension of the musical
material.”

While Bone Alphabet is a young piece in terms of the overall percussion

timeline, it has become popular because of its intricate compositional process and
extreme level of difficulty. Figure 2.2 illustrates one measure from Bone Alphabet,
which vividly shows the intricacy of Femeyhough’s music.

Figure 2.2: Bone Alphabet m. 148, © Copyright 1995 by Edition Peters (London). Used
by Permission.

This chapter is an overview of the multi-percussion timeline from the Futurists to
the present, and illustrates who the pioneers were in this field and how they advanced it.
Notating music for multi-percussion has always been an eclectic issue throughout its
history, but this ambiguity of notation may be a byproduct of a medium whose
instrumentation is constantly in flux. Although composers had to invent their own

Christopher Fox, "New Complexity," The New Grove Dictionary of Music and Musicians, 2nd
ed., ed. Stanley Sadie and John Tyrrell (London: Macmillan Publishers Ltd., 2001), 17:802.
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notational system, they continued to be attracted to solo multi-percussion due to its sonic
diversity.
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CHAPTER 3
A BRIEF HISTORY OF ELECTRONIC/ELECTRO-ACOUSTIC MUSIC
It is to important illustrate where Six Japanese Gardens and Trois Rivieres:
Delta are positioned in the timeline of electronic/electro-acoustic music so one can
compare their unique contexts. The history of electronic/electro-acoustic music straddles
the blurry line between electronic music and acoustic music. The Society for ElectroAcoustic Music in the United States (SEAMUS) defines electro-acoustic music as
“musics which are dependent on electronic technology for their creation and/or
performance.”^'^ SEAMUS’s definition gives more weight to the electronic element over
the acoustic element of electro-acoustic music, however, it is important that electro
acoustic music should exemplify an even balance between electronic and acoustic
elements. For clarity, the three categories of music will be defined in this document as
follows: electronic music is solely comprised of sound compositions based around the
manipulation of non-acoustic elements (such as using software, reel-to-reel, analog
synthesizer, digital synthesizers, etc.) that may or may not be transmitted by speaker(s);
acoustic music is comprised of sound compositions solely based on the use of
instruments and materials that vibrate without the assistance of electricity to create
sound; and electro-acoustic music is comprised of sound compositions that incorporate
elements of both acoustic music and electronic music (excluding pieces involving pure
amplification without any processing or effects manipulation).
The beginning of electronic/electro-acoustic music started with William
Sturgeon’s

(1783-1850)

invention

of the

first

electromagnet

around

' SEAMUS ONLINE: Society for Electro-Acoustic Music in the United States, “About
SEAMUS,”
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1821.

Electromagnets helped spawn new inventions, one of the most important being the
Telegraph, which was developed by Samuel Morse (1791-1872) and demonstrated by
Joseph Henry (1797-1878) in 1830.^' Telegraph systems created a form of long-distance
communication in the mid to late 1800s. Ultimately, the telephone, invented and
patented by Alexander Graham Bell (1847-1922) in 1876, would make the telegraph
obsolete. The telephone allowed for transmission of the human voice over great
expanses with the use of a diaphragm enacting upon a magnet. The telegraph and
telephone were seminal in the creation of electronic/electro-acoustic music because they
allowed for the transmission of electronic signals to be transferred and reinterpreted as
acoustic reverberations.
Electronic music instruments emerged with the invention of the Telharmonium
by Thaddeus Cahill (1867-1934) during the 1890s. The Telharmonium was an organ
like instrument that created a sine-wave tone and was powered by several dynamos (an
early type of AC generator).A marvel of its time, the Telharmonium weighed over 200
tons, and thus “the machine was not really practicable as a musical instrument.”

The

music created by the Telharmonium was initially intended to be transmitted across
telephone lines for the general public, but after its early success, numerous technical
difficulties including the instrument’s tuning, the primitive telephone cable
infrastructure of the time, and inconsistency of voltage all led to the Telharmonium’s
Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: Major Events Prior to
1900,” Penn State, http://www.personal.psu.edu/meb26/lNART55/prel900.html (accessed November 26,

2010).
Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: The Telharmonium: The
Birth of Electroacoustic Music,” Penn State,
http://www.personal.psu.edu/meb26/INART55/telharmonium.html (accessed November 26, 2010).
Jeremy Montagu, "electronic musical instruments" The Oxford Companion to Music, ed.
Alison Latham, in the Oxford Reference Online (Oxford, CT: Oxford University Press, 2002)
http://www.oxfordreference.com/views/ENTRY.html?subview=Main&entry=tl 14.e2225 (accessed
December 1, 2010).
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eventual demise. In addition, the increasing popularity of the Wurlitzer organ, invented
in 1910, and the development of the small Audion (triode) tube (a device that caused
bulky dynamos to be obsolete) made the Telharmonium obsolete.^'*
The next period in the history of electronic and electro-acoustic music explores
the capture and transmission of sound. In 1877, the phonograph was invented by
Thomas Alva Edison (1847-1931), who used a recording needle mounted on a small
diaphragm activated by sound to create small grooves on a tin-foil cylinder (which
would later be replaced by the wax cylinder).^^ After the grooves were engraved, a
different needle was mounted onto the diaphragm, which played the recorded sound
back through the small cone attached to the stylus (the cone also acted as a crude sound
capturing device for the recording process). This process of recording onto a tin-foil
cylinder is the first example of analog recording, “because an analog is made of the
vibrations of air molecules -- a corresponding continuous wave is created.”

Soon after,

Vladimir Poulsen (1869-1942) unveiled the telegraphone at the Paris Exposition in
1900, which turned sound into electronic impulses.

Next, the Victor Talking Machine

Company (1901-29) assisted in the widespread dissemination of recorded music to the
masses with the phonograph. Many improvements would be made including the use of
doors in front of the horn to act as a primitive volume adjustment. The improvement to
the phonograph of mounting the horn underneath the turntable led to the “Victrola.”
* Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: The Telharmonium: The
Birth of Electroacoustic Music,” Penn State,
http://www.personal.psu.edu/meb26/rNART55/telharmonium.html (accessed November 26, 2010).
Roland Gelatt, The Fabulous Phonograph: From Tin Foil to High Fidelity (New York: J. B.
Lippincott Co., 1955), 19-22.
Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: Major Events Prior to
1900,” Penn State, http://www.personal.psu.edu/meb26/rNART55/prel900.html (accessed November 26,
2010).
Roland Gelatt, The Fabulous Phonograph: From Tin Foil to High Fidelity (New York: J. B.
Lippincott Co., 1955), 284-5.
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During the beginning of the 1900s, cylinder recordings were replaced by flat
phonograph records, which were invented by Emile Berliner (1851-1929) in 1877. The
reason for this development was the speed and ease of making copies on flat phonograph
records as compared with the slower method of making cylindrical phonograph
recordings. With developments in both machinery, and advances in the recording and
playback of sounds, listening to recorded music became the main source of
entertainment in many households.
One of the most crucial improvements to sound recording was the invention of
the dynamic microphone. Dynamic microphones allowed for a high level of audio
clarity because of an increased amount of signal. Additional improvements came about
as, Harry F. Olson (1901-1982) first designed the bi-directional microphone, and later
the unidirectional microphone. These two microphones enhanced recording quality by
eliminating unwanted, peripheral noises, thereby allowing a recording technician to
point the microphone at the intended sound source instead of capturing the entire sound
environment in which the microphone was located.
Further along the timeline of electronic/electro-acoustic music history. Lev
Sergeyevich Termen (1896-1993) developed a musical instrument that became
associated with science fiction movies. Termen was asked by the Soviet government to
determine a way of measuring gas density, and through research he stumbled upon the
basis for what would become the theremin (a.k.a the termenvox). The theremin used two
capacitor plates regulated by an oscillator to measure capacitance levels, and the

38

' Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: Developments in Sound
Recording,” Penn State, http://www.personal.psu.edu/meb26/lNART55/recordedsound.html (accessed
November 26, 2010).
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differing amounts of capacitance resulted in distinctive audible frequency.

•5Q

Termen

used two antermas on the theremin, one antenna to control pitch and another to control
amplitude. Movement of a person’s hand(s) in proximity to each antenna manipulated
the two variables. In 1920, Termen demonstrated his creation in the Soviet Union and in
1927 he brought it to the U.S. He would make small improvements to the theremin
throughout the rest of his life. Around the middle of the twentieth century, the general
public was exposed to electronic musical instruments with the use of the theremin in
numerous movies such as Spellbound (1945), The Lost Weekend (1945), Rocketship X-M
(1950), The Day the Earth Stood Still (1951), and The Ten Commandments (1956).
Films featured an increasing amount of electronically-based music and effects until the
Forbidden Planet (1956) and The Children of Lir (1959), two films that used only
electronic music."*®
French-bom, American composer Edgard Varese (1883-1965) was a pivotal
composer in the history of electronic/electro-acoustic music. At first, Varese studied
music, math, and science in Paris; studying math and science helped him discover and
define his compositional voice. Varese defined music as the organization of sound,
which led to several pieces based on non-traditional, mathematically oriented structures
including Offrandes (1922), Hyperprism (1923), Octandre (1924), Integrales (1925),
Ionisation (1931), and Density 21.5 (1936). However, Varese’s most important work in
the history of electronic/electro-acoustic music is Ameriques, originally composed in
1921 and revised in 1927. Ameriques used the electronic instmment called Ondes
Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: The Theremin,” Penn
State, http://www.personal.psu.edu/meb26/INART55/theremin.html (accessed November 26, 2010).
Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: Electroacoustic Music and
Hi Fi Audio in Film and Radio,” Penn State, http://www.personal.psu.edu/meb26/INART55/film.html
(accessed November 26, 2010).
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Martenot (“Martenot’s Waves”), which was invented in 1928 by Maurice Martenot
(1898-1980) and sounded similar to the Theremin. The player-friendly Ondes Martenot
was equipped with a painted keyboard-layout to aid pitch accuracy, solving one of the
many hurdles innate in Theremin performances."^' Later, a mechanical keyboard on the
Ondes Martenot gave performers the ability to play precise pitches without slurring
between notes. The mechanical keyboard could also move side-to-side, giving the player
the additional option to producing a vibrato. The ensemble of instruments in Ameriques
(besides the Ondes Martenot, which was used to replace the siren in the revised 1927
version) included a massive orchestra made of woodwinds, brass, strings, two
timpanists, and 13 percussionists (9 percussionists in the revised score). This electro
acoustic ensemble gave way to Varese’s electronically oriented compositions such as
Deserts (1954) for winds, percussion, and electronic tape (created at the ColumbiaPrinceton Electronic Music Center), La procession de verges (1955) for electronic tape,
and Poeme electronique (1958) for electronic tape (created at the Philips laboratories in
Eindhoven).
In the 1930s, stereophonic realization completely revolutionized the aural
experience of recorded music. The use of multiple microphones spaced around a sound
source created an illusion of sound moving to the left, center, and right of the listener.
With the addition of stereophonic recording, the ability to create sonic spatialization was
quickly accepted and exploited to construct organic audio experiences. One of the first

Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: The Ondes Martenot,”
Penn State, http;//www.personal.psu.edu/meb26/lNART55/ondesmartenot.html (accessed November 26,
2010).
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dramatic uses of stereo was the Disney movie Fantasia (1940).'*^ Stereophony
eventually evolved from the fixed stereophonic model of two speakers to an
encompassing version of spatialization produced by using four speakers (two in front
and two in back), which led to the now accepted term “surround sound.”'^^ Later, artists
and producers used more speakers to create not only the illusion of fluid movement
around the listener on the horizontal plane (X-axis), but the vertical plane (Y-axis) as
well, by mounting with speakers above and below the listener. Using eight speakers
(four speakers mounted above the listener in four comers and four speakers mounted
below the listener in four comers) subjected the listener to a three-dimensional sound
space. Currently, sound installations utilize three-dimensional spatialization to craft
sonic masterpieces where sounds move around the listener resembling flying entities.
The next important creation in electronic music was the synthesizer, first
developed by Edouard Coupleux and Joseph Givelet in 1929. Early synthesizers used
binary data to control different aspects of sound generated by the synthesizer.
Synthesizers have utilized various technologies throughout history, from punch cards, to
etched glass discs in the ANS synthesizer created in 1938 by Yezgeny Murzin (19141970), to punched paper tape in the Ferrante Mark I computer in 1951, to electronic
analog synthesizers such as the Moog in 1964, to sampling acoustic instmments onto
electronic tape in the electromechanical Mark I Mellotron created Harry Chamberlin in
1964, and finally the current electronic digital synthesizers.'*'' There have been many

^ Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: Early Stereophonic
Recording,” Penn State, http://www.personai.psu.edu/meb26/rNART55/earlystereo.html (accessed
November 26, 2010).
Ibid.
Mark Ballora, “INART 55 (GA): History of Electroacoustic Music: From Microprocessors to
MIDI,” Penn State, http://www.personal.psu.edu/meb26/rNART55/MIDI.html (accessed November 26,
2010).
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innovations since the earliest manifestations, but the models mentioned here represent
only a small cross-section of the synthesizer’s complete history.
One of the most recognized names in the field of synthesizer is Robert A. Moog
(1934-2005), whose creation was a pivotal point in its timeline. Moog sold
transistorized Theremins around the early 1960s, when he set off to create his own
eleetronie instrument with the support of the early-Ameriean electronic music composer,
Herbert A. Deutsch (1933-). In 1964, Moog ereated a prototype of his instrument at the
Audio Engineering Society Convention. The instrument was a synthesizer based on
circuits designed to produce sound. Many new advanees were incorporated into Moog’s
synthesizers that included the use of attack-deeay-sustain-release (ADSR) envelopes."^^
ADSR allowed for a high level of sound eontrol and was ultimately incorporated into
most electronic sound-production equipment, whieh enabled composers and performers
a heightened ability to blend/differentiate sounds. The first popular use of the Moog
synthesizer was in 1968 on Wendy Carlos’s (b. 1939) best- selling album. Switched on
Bach!^^
Another significant addition to electronic/electro-acoustic history was the Intel
4004’s 4-bit processing unit made in 1971.'^^ As microprocessor technology developed,
computers became eapable of processing large amounts of data in increasingly smaller
amounts of time. And, as processors have become more powerful and smaller in size,
the ability to create an infinite amount of sounds. One of the most innovative

Trevor Pinch and Frank Trocco, Analog Days' the invention and impact of the moog
synthesizer, (Cambridge, MA: Harvard University Press, 2002), 59.
Ibid., 8.
Mark Ballora, “INART 55 (GA); History of Electroacoustic Music: From Microprocessors to
MIDI,” Penn State, http://www.personal.psu.edu/meb26/rNART55/MIDI.html (accessed November 26,
2010).
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developments in computer programming is software that can create, edit, and manipulate
sound. Miller S. Puckette developed Max/MSP in the mid 1980s, which was originally
called Max/FTS (“Max Faster Than Sound”)."** Max/MSP is a program that allows users
to visually perceive and manipulate audio and video files through the Max interface.
Max/MSP connects “objects”, which are small amounts of information, together in order
to create what is known as a “patch”. A patch can perform numerous different tasks,
including the manipulation of audio and/or video. An important function of Max/MSP is
how it allows composers to manipulate live and pre-recorded sound in real-time, which
is how Saariaho uses it in both Six Japanese Gardens and Trois Rivieres: Delta. More
recently, Puckette has developed a free, open-source version of Max called Pd (Pure
data). Programs including Max/MSP and Pd allow composers and artists to create
multifaceted audio and video experiences quickly and efficiently through the
convenience of small laptop computers, which allows composers and performers to
travel with their works all over the world.
The history of electronic/electro-acoustic has developed rapidly over a short
period of time. There have been numerous advancements in technology, from the
electromagnet to Max/MSP, that have influenced how composers and performers
express themselves. The creation of new works, such as Six Japanese Gardens and Trois
Rivieres: Delta, have been a direct result of technology, which helps contextualize both
compositions within the history of solo multi-percussion’s repertoire.
Please refer to “Appendix A” for a representative listing of electro-acoustic
percussion solos.

48 ,

Cycling 74, FAQ: Max 4.” (San Francisco, CA) http://cycling74.com/support/faq_max4/
(accessed February 2, 2011).
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CHAPTER 4
KAIJA SAARIAHO
Kaija Anneli Saariaho (nee Laakkonen) was bom in 1952 in Karelia (current day
Republic of Karelia, located in Northwest Russia) and grew up in Helsinki, Finland. As
a child, Saariaho went to the Helsinki Rudolf Steiner School, which some refer to as
“equivalent to the Waldorf School in the United States.”* Both the Rudolf Steiner and
Waldorf schools base their curriculum around generating individuality and expressive
freedom in their students through integrated activities. Saariaho’s early education
encouraged ffeethinking and intellectual liberty, which has continued through her life.
Early on, Saariaho learned to play the violin, piano, and guitar. After her initial
education, she enrolled concurrently in the Institute of Arts and Crafts for the visual arts
and the Helsinki Conservatory to study piano and organ. In the beginning of her
advanced studies, Saariaho loved the idea of composing, but felt she could never
become a composer because of her personal feelings of inadequacy in comparison to the
great composers who came before her. Saariaho described how “composing and music
were such great things that a simple girl like myself could not manage them.”
Eventually, Saariaho enrolled at the Sibelius Academy under the tutelage of
Paavo Johannes Heininen (b. 1938) from 1976-81, where she focused her attention on
composing. Heininen was a composer best known for his two compositional periods: his
earlier 12-tone period and later post-serial period.^ Saariaho’s education started during

‘ Pirkko Moisala, Kaija Saariaho, (Urbana, IL: University of Illinois Press, 2009), 2.
- Ibid., 5.
^ llkka Oraino, "Heininen, Paavo," Grove Music Online. Oxford Music Online (New York:
Oxford University Press, 2011)
http://www.oxfordmusiconline.com.ezproxy.uky.edu/subscriber/article/grove/music/12689 (accessed
December 8, 2010).
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Heininen’s post-serial period. Oramo describes Heininen’s compositional style during
this time as follows: “treatment of pitch organization became less rugged and less
dominant, restricted aleatory and field-type textures gained importance (Piano Concerto
no.l, 1964), timbre became more significant {Musique d’ete, 1963), rhythm more varied
and harmony more powerful.Saariaho was positively influenced by Heininen as he
helped her compose in her own voice instead of trying to impersonate or imitate other
composers. Paavo encouraged Saariaho to explore new avenues in her own music, which
eventually led her to a electronically-influenced compositional style. As Nieminen
explains, Saariaho’s compositional style often “makes use of extra-musical stimuli, such
as texts, visual impulses or natural phenomena.”^ During her studies at the Sibelius
Academy, Saariaho helped establish the Korvat auki! (Ears Open!), which was a group
of like-minded people who helped introduce her to more contemporary music and
contemporary thinkers including Jussi Liimatainen and Esa-Pekka Salonen, both of
whom have worked with Saariaho throughout her career.
After completing studies at the Sibelius Academy, Saariaho moved to Darmstadt,
Germany and briefly studied with Femeyhough and Klaus Huber (b. 1924) at the
Freiburg Musikhochschule. Saariaho next enrolled at the Institut de Recherche et
Coordination Acoustique/Musique (IRCAM) in Paris, France, where IRCAM provided
her with access to electronic equipment few others had at the time. The equipment at
IRCAM exposed Saaraiho to a large amount of music processing and editing

Ilkka Oramo, "Heininen, Paavo," Grove Music Online. Oxford Music Online (New York:
Oxford University Press, 2011)
http://www.oxfordmusiconline.com.ezproxy.uky.edu/subscriber/article/grove/music/12689 (accessed
December 8, 2010).
^ Risto Nieminen, “Saariaho, Kaija,” The Norton/Grove Dictionary of Women Composers, ed.
Julie Anne Sadie and Rhian Samuel, (New York: Macmillan Press, 1995), 399.
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technology, which expanded her music writing capabilities. Saariaho moved to Paris in
1982, where she currently resides. In Paris, she encountered musique spectrale (spectral
music) by composers Gerard Grisey (1946-1998) and Tristan Murail (b. 1947). Spectral
music is music that “...uses the acoustic properties of sound itself (or sound spectra) as
the basis of its compositional material.”^ Grisey’s ‘sound-axis’ or ‘sound-noise axis’
(Figure 4.1) has helped codify how Saariaho utilizes concepts of harmony and timbre in
her compositions.
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Figure 4.1: The Grisey ‘sound axis.’ “Seductive Solitary. Julian Anderson Introduces the
Work of Kaija Saariaho,” in The Musical Times, Vol. 133, No. 1798, (December, 1992),
p. 617. Copyright © 1992 Musical Times Publications, United Kingdom. International
Copyright Secured. All Rights Reserved. Used by permission.

Saariaho became intimately familiar with a large amount of technology while at
IRCAM, and used that knowledge to help structure various aspects of her compositions.
Saariaho, however, gives a higher value to the intrinsic, auditory nature of musical form,
rather than mechanical mathematic perfection by chtinging the “values calculated by the

^ Julian Anderson, "Spectral music," in Grove Music Online. Oxford Music Online (New York:
Oxford University Press, 2011)
http://www.oxfordmusiconline.com.ezproxy.uky.edu/subscriber/article/grove/music/50982 (accessed
December 8, 2010).
’ Julian Anderson and Kaija Saariaho, “Seductive Solitary: Julian Anderson Introduces the Work
of Kaija Saariaho,” The Musical Times 133, no. 1798 (December 1992): 617.
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[computer] program later in the course of the compositional process.”^ Saariaho uses
technology to create new sounds and favors slowing down audio samples to many times
slower than their originally recorded speed, making them unrecognizable in comparison
to the original audio samples.
Saariaho remained in Paris and eventually married Jean-Baptiste Barriere (b.
1958) before having two children, Alexandre (b. 1989) and Aliisa (b. 1995). During her
early years of living in Paris, Saariaho had difficulty gaining recognition as a composer.
However, after winning the Kranichsteiner Musikpreis in 1986, her reputation and
compositions began to gain international recognition. With her increased fame, people
began to try to classify/interpret her music to suit personal social agendas, but Saariaho
insists to this day that she “did not want to be called a “woman composer” any more
than she wanted to be labeled a “computer composer.”^ Compositional independence has
always been a part of her drive to be the best composer of music. While Saariaho is
aware of Finland’s male-driven society and music, her works have reached beyond
social barriers to be judged against the great composers of the past, both male and
female from any country. Amberla reflects on Saariaho’s artistic disposition, stating how
Saariaho “is not a verbal master who proffers shining analysis of her works and about
herself She is, rather, an archetypal artist, who wishes to be silent and let her works
speak for themselves.”
Saariaho’s career has grown at a rapid pace since she was awarded the
Kamichsteiner Musikpreis, which has resulted in numerous awards and commissions*

* Pirkko Moisala, Kaija Saariaho, (Urbana, IL: University of Illinois Press, 2009), 12.
’ibid., 16.
Kai Amberla, “Kaija Saariaho: Elama musiikin kautta, musiikkia elaman kautta,” Rondo 8
(1995): 4, quoted in Pirkko Moisala, Kaija Saariaho, (Urbana, IL: University of Illinois Press, 2009), 20.
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from all over the world. Saariaho’s works list can be found in “Appendix B,” and her
discography can be found in “Appendix C.”

Copyright © Bradley E. Meyer 2011

33

CHAPTER 5
ANALYTICAL TECHNIQUES
Kaija Saariaho’s unique compositional processes make the use of traditional
types of analysis problematic. In a 1987 article, Saariaho describes her preference for
atypical compositional techniques by explaining, “I have never referred to preestablished formal structures in my work. It is through an overall idea of form that I
approach different musical parameters and their special problems.”' This quote is from
several years prior to the creation of Six Japanese Gardens (SJG) and Trois Rivieres:
Delta (TR:D) and does not necessarily apply to these three pieces. Yet, this quote helps
us to understand Saariaho’s thinking, and instead of labeling Saariaho’s music with
uncharacteristic or mismatched terms and techniques, much can be learned from earlier
scholars of Saariaho’s works by using concepts previously presented. This is not to say
that her music would not benefit from being analyzed with traditional methods of
analysis such as Riemanian, Schenkerian, and 12-tone techniques, however, because
Saariaho has been gracious enough to discuss her own compositional methods.
Nonetheless, one would be remiss if her ideas and strategies were not the starting point
for analysis of her works. Several different concepts based on writings by Saariaho and
on her works will be used in analyzing SJG and TR:D.
The first model of analysis of SJG and TR:D employs a concept I will refer to as
“importance graphs,” which illustrate the general significance of one or more aspects of
a movement or composition. For example, Saariaho created the two brush strokes in
Figure 5.1 with black paint on white paper, the first being larger and longer than the
' Kaija Saariaho, “Timbre and Harmony: interpolations of timbral structures,” trans. S.
Welboum, Contemporary Music Review 2 (1987): 93.
Mbid., 93-133.
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later. By applying the physieal eharacteristies of both brush strokes to a graph, she was
able to define multiple variables in Verblendungen such as the orchestra’s musical
density throughout the entire piece (Figure 5.2). Saariaho applies the concept of
inversion, retrograde, and retrograde-inversion to the two brush strokes, which generates
several other importance graphs for variables in Verblendungen including polyphony,
pitch range, homophony, and dynamics.
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Figure 5.1: First sketches of the global form of Verblendungen for orchestra and tape.
“Timbre and harmony; interpolations of timbral structures,” in Contemporary Music
Review, Vol. 2 (January, 1987), p. 106. Copyright © 1987 by Harwood Academic
Publishers, United Kingdom. International Copyright Secured. All Rights Reserved.
Used by permission.
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Figure 5.2: Importance graph for Verblendungen. “Timbre and heirmony: interpolations
of timbral structures,” in Contemporary Music Review, Vol. 2 (January, 1987), p. 107.
Copyright © 1987 by Harwood Academic Publishers, United Kingdom. International
Copyright Secured. All Rights Reserved. Used by permission.

The graph in Figure 5.2 illustrates Saariaho’s use of long-term compositional objectives,
and it is these types of overarching forms that aid in the analysis of SJG and TR:D.
However, different curves shall be explored in SJG and TR:D because Figure 5.2 is
specific to Verblendungen. Importance graphs for SJG and TR:D will be created through
the depiction of such variables as instrumentation, dynamics, use of electronics, etc.
Another type of analytical tool, which I will refer to as “rhythmic dominance,”
is derived from the concept of importance graphs. Rhythmic dominance involves one
voice having a higher level of rhythmic density (faster rhythms) than other voices. For
example, if one voice contains steady 16th-notes and a second voice contains eighthnote triplets performed simultaneously, then the voice with 16th-notes will be
considered dominant. This is because the 16-notes have more notes per beat than the
eighth-note triplets, which are subordinate as there are fewer notes per beat. Saariaho
uses changing rhythmic densities to create short- and long-term goals in SJG and TR:D.
As we will see, “Movement V” in SJG contains the clearest example of rhythmic
dominance slowly moving from one voice to another over the course of an entire
movement.
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Investigating SJG and TR:D will yield a better understanding of the
compositional processes and subject matter for the individual movements and the
overarching principles behind the inception of each piece. The performer will be able to
understand how to interpret smaller segments into larger musical phrases by
comprehending the methodology behind SJG and TR:D with the aforementioned t)rpes
of analytical techniques, instead of performing the individual parts of each piece as
small, unrelated fragments of music.
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CHAPTER 6
SIX JAPANESE GARDENS
General Information
In 1993, Saariaho visited the Center for Computer Music and Music Technology
in Tokyo.' Around this time she began to write SJG in memory of several Zen gardens
she went to during her residency in Tokyo. Saariaho would finish SJG on July 12th,
1995. Later, she would dedicate SJG in memory of Torn Takemitsu (1930-96), a
celebrated composer known for expanding composition practices in contemporary music
and use of Japanese influences in many of his works. The Kunitachi College of Music
commissioned SJG, which was premiered by Shiniti Ueno. Saariaho explains in the
“INTRODUCTION” to SJG:
Six Japanese Gardens is a collection of impressions of the gardens I saw
in Kyoto during my stay in Japan in the summer of 1993, and my
reflections on rhythm at that time.
As the title suggests, the work is divided into six movements. Each
movement takes a specific look at the rhythmic material, starting from the
simple first movement, in which the main instrumentation is introduced,
and going on to complex polyrhythmic and ostinato figures, and
alternation of rhythmic and purely colouristic materials.
The selection of instruments played by the percussionist has been
deliberately restricted to allow the rhythmic evolutions to be appreciated.
The reduced colours are extended in the electronic part, however, where
we hear nature’s sounds, ritual singing, and percussion instruments
recorded in the Kunitachi Collge of Music with Shiniti Ueno. The readymixed sections are triggered by the percussionist during the piece, from a
Macintosh or PC computer.
All the work for processing and mixing the pre-recorded material was
made with resonant filters in the CHANT program, and with the SVP
Phaser Vocoder, in collaboration with Jean-Baptiste Barriere. The final
' Pirkko Moisala, Kaija Saariaho (Urbana, ILUniversity of Illinois Press, 2009), p. 18.
^ Yoko Narazaki and Masakata Kanazawa, "Takemitsu, Toru," Grove Music Online, ed. Deane L.
Root, in the Oxford Reference Online (Oxford, CT: Oxford University Press, 2002)
http://www.oxfordmusiconline.com.ezproxy.uky.edu/subscriber/article/grove/music/27403 (accessed
December 15, 2010).
^ Kaija Saariaho, “preface,” Six Japanese Gardens: for percussion and electronics, (London:
Chester Music Ltd., 2005).
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mixing was made using the Protools program, with help from Hanspeter
Stubbe Teglbjaerg."*
Saariaho goes on to mention in the “NOTATION” section of SJG:
The score includes suggestions for mallets and sticks. Where no
suggestions are made, the most idiomatic sticks should be used (wood
block - hard plastic, suspended cymbal - medium yam, etc.). Often
players may prefer to use several sticks at a time, or find other interesting
musical solutions. The final choice is left to the performer.^
SJG is composed in six movements and each has a title pertaining to a specific
garden or a feature of a garden: (1) “Tenju-an Garden of Nanzen-ji Temple,” (2) “Many
Pleasures (Garden of the Kinkaku-ji),” (3) “Dry Mountain Stream,” (4) “Rock Garden of
Ryoan-ji,” (5) “Moss Garden of the Saiho-ji,” and (6) “Stone Bridges.” Each movement
can be performed alone, but when all the movements are played sequentially, a complete
musical experience is created.
There are two main practices pertaining to the physical layout to perform SJG.
At one end of the spectrum is the use of six small, individual set-ups (one isolated set-up
per movement), and the other version is to use one large, cohesive set-up for the entire
piece. Two advantages come from using a movement-based set-up: (1) the option of
adjusting each sound for every movement and (2) the ability to place instruments within
close proximity to each other. Distinctive sound options for each movement allows the
performer to tailor every instrument to weirds better reflecting the character and subject
matter of individual movements. Efficiency of movement is also increased when using
six small set-ups as the instruments are close to each other and allows the player to move
the shortest distance possible between instruments. The main disadvantage in realizing
Kaija Saariaho, “INTRODUCTION,” Six Japanese Gardens: for percussion and electronics,
(London: Chester
"hester Music Ltd., 2005).
^ Kaija Saariaho, “NOTATION,”
Six Japanese Gardens: for percussion and electronics.
“NOTATK
(London: Chester Music Ltd., 2005).
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the six small set-ups is the large amount of instruments required. The use of different
instruments representing the same timbre can be interpreted as either positive or
negative. For example, the performer may select two different triangles for two separate
movements, even though if there is only one triangle stipulated in the whole piece. As a
positive outcome, the performer is able to utilize a larger array of sounds and timbres
throughout the entire piece, thus providing a greater variety of timbres. Conversely, the
performer’s differing sounds can create a disjunctive and inconsistent representation of
SJG as a whole work. Another drawback for the six set-ups involves the use of multiple
sustain pedals needed for triggering the Max/MSP (Max Signal Processing) patch,
whereas only one to two pedals are needed in the single, comprehensive layout.
Ultimately, the musician must weigh the advantages and disadvantages of each set-up in
order to provide the clearest interpretation for the audience.
The author has included a picture (Figures 6.1) and an illustration (Figure 6.2) of
his “set-up” for SJG. This style of set-up is inspired by Steven Schick’s performance of
SJG in his series of concerts on February 28**^, 2001 entitled “Drumming in the Dark,”
which were performed in the Mandeville Recital Hall at the University of California,
San Diego. Figure 6.1 and 6.2 represent a single, all-encompassing set-up for SJG where
each movement shares at least one, if not many, instruments with the other movements.
The instruments for each specific movement will be discussed for both SJG and TR:D in
addition to suggested striking implements. Most implements will be followed by
parentheses containing an example of the type of implement used, mainly based out of
the Vic Firth, Inc. company catalog.
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Figure 6.1: Picture of Brad Meyer’s single, comprehensive instrumental layout for SJG.
Picture taken by Brad Meyer. Used by Permission.

Table 6.1 corresponds the letters in Figure 6.2 to their specific instruments, which is a
single, all-encompassing set-up for SJG:

Letter
A
B
C
D
E
F
G
H
1
J
K
L
M
N
0
P
0
R

Instrument
pair of Zen cymbals
medium cymbal
large cymbal
large cymbal
large gong
medium gong
log drum
metal plate
medium tam-tam
medium gong
small gong
wood block
tambourine
glass bottle
Chinese drum
mounted triangle
three finger cymbals
crotales

Miscellaneous Information
one upside-down, one right-side up
Chinese
Chinese
Chinese
Javanese
Javanese
affixed to a towel, draped over log drum
Feng gong
Peking gong
Peking gong

substituted with a “practice conga”
substituted with three high crotales
high octave
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s
T
U
V

crotales
low octave
32” timpano
29” timpano
26” timpano
Table 6.1: List corresponding instruments to the letters found in Figure 6.2.

Figure 6.2: Illustration of Brad Meyer’s single, comprehensive instrumental layout for
SJG.

The electronic aspect of SJG is described by Saariaho in the “Equipment needed”
section of the preface to SJG. Within the description, Saariaho mentions the Max/MSP
patch (Figure 6.3) made for the piece (an updated version of the patch is available
through the ChesterNovello’s website and includes an “infinite reverb” module, a
“reverb” module, and a “premix” module within the program), two harmonizers, midi
interface, one to three sustain pedals (for triggering the Max/MSP patch), one or more
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directional microphones, stereo or quadraphonic diffusion system, and an optional
monitor for the performer. The “infinite reverb,” “reverb,” and “premix” modules should
all be set in accordance with the acoustics of the hall where the piece is performed so the
electronic sounds blend with the acoustic sounds.
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Figure 6.3: Max/MSP patch for SJG. Picture taken by Brad Meyer. Used by Permission.

The author recommends the use of in-ear monitors as they allow for a high level
of clarity when playing with the electronic accompaniment. But, since in-ear monitors
limit the amount of acoustic sound received by the performers, a second person is
needed to help equalize the mix between the performer and the electronic sounds.
Saariaho believes two harmonizers should be set “approximately a quarter tone above
and below” in “Appendix II,” thus blurring the exact pitch of all the acoustic
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instruments. The directional microphones Saariaho calls for are also sent to the “infinite
reverb” module, which provides softer instruments an artificially longer reverb than
louder instruments. Doing this gives softer sounds the ability to balance with louder
sounds in terms of duration without directly affecting the softer sounds’ volume.
It should be noted that the original and updated versions of the Max/MSP
program required to perform SJG are missing several “objects” (small individual
programs used in constructing an entire program known as a “patch”). The updated
version (6JG-v2.3revl.pat) has fewer missing objects than the original patch and
contains several add-ons not found in the original patch, but the updated patch still needs
several items to be completed. To do this, one can either update the patch himself or
herself, or one should enlist the help of a trained Max/MSP professional.
“Movement I - Tenju-an Garden of Nanzen-ji Temple”
Analysis
The Tenju-an is a temple within the Nanzen-ji Buddhist complex that has a Zen
rock garden located along side itself as seen in Figure 6.4. The rock garden is exudes
simplicity through the use of symmetry, which is an idea that can be found in
“Movement I” as well as the overall form for SJG.

^ Kaija Saariaho, “Appendix 11,” Six Japanese Gardens: for percussion and electronics, (London:
Chester Music Ltd., 2005).
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Figure 6.4: Picture of the rock garden located at the Tenju-an temple. Picture taken by
Frantisek Stand (http://www.photostaud.com). Used by Permission.
The first movement acts as an introduction and showcases many of the
instruments used throughout SJG. Eleven instruments are introduced from the beginning
to the end of the first movement in descending pitch order. The chronological order of
appearance is: (1) triangle, (2) crotales, (3) medium suspended cymbal, (4) wood block,
(5) tambourine, (6) log drum, (7) high gong, (8) low gong, (9) E3 timpano, (10) G*’2
timpano, and (11) F2 timpano. Figure 6.5 illustrates the entrances of each instrument in
relation to the time they are present in the work.
It should be noted how the two gongs that enter about two-thirds (mm. 45-58) of
the way through the movement are noted as one above and one below the given line on
the staff in the score. The gong below the line enters first and the higher gong enters
shortly after. However, the move from low gong to high gong during the piece disrupts
the descent in pitch of the overall movement. The author believes that since neither gong
is specified as being higher or lower in pitch than the other, the higher gong should enter
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first and the lower gong second, which is counterintuitive as the first gong to enter is
lower on the staff than the second gong to enter. Also, while Saariaho does not specify
the type of gong, the author suggests large “pot gongs” or “nipple gongs” because of
their typically low fundamental pitch.

A

T-ne )
Figure 6.5: Illustration of pitch versus time in “Movement I” of SJG.

Another interesting compositional feature of first movement is the increasing
level of dynamics. The movement moves through staggered entrances that start
pianissimo and slowly progress to forte, and then the last five measures (including the
last measure marked “repeat ad lib.”) descends back down to pianissimo as shown in
Figure 6.6. The use of grace-notes may suggest a further descent in dynamics as they
appear to transition from one theme’s ending to another theme’s beginning as seen in
Figure 6.7. In “Movement I” increasing dynamics and descending pitch creates a cross
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relationship (where two variables move in opposing directions) throughout the
movement. Cross-relationships are found in several other movements of SJG.

Tome

Figure 6.6: Illustration of dynamics versus time in “Movement I” of SJG.
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Figure 6.7: SJG mm. 14-17 from “Movement I.” The top line represents a triangle and
the bottom line represents a medium suspended cymbal. Music by Kaija Saariaho ©
Copyright 1995, 2005 by Chester Music Limited. All Rights Reserved. International
Copyright Secured. Reprinted by Permission.

Logistical Concerns
The concept of moving from one instrument to another, while using an idiomatic
implement for the instrument being played, is of great concern when performing
“Movement I” of SJG. A player can use a four-mallet grip (refer to Figure 6.8 for mallet
position diagram) in order to create idiomatic sounds on all instruments in the first
movement without having to constantly switch between mallets. One should begin the
movement with a hard plastic mallet (such as the Vic Firth Ml39) in positions 1 and 4,
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and a medium vibe mallet (Vic Firth Ml 87) in positions 2 and 3. Everything in
“Movement I” can be played with this combination of mallets until the tambourine’s
entrance, which is to be played with the hand. After the tambourine finishes in m. 43, the
performer may pick up one medium vibraphone mallet with the right hand to finish the
movement. Thus, the triangle and crotales at the beginning will be played with the hard
plastic mallets, whereas the cymbal, log drum, gongs, and timpani are played with the
medium vibraphone mallets. Thus facilitating the use of appropriate implements on all
instruments in “Movement I.”

Figure 6.8: Mallet position diagram.

“Movement II - Many Pleasures (Garden of the Kinkaku-ji”
Analysis
The Kinkaku-ji temple is a large structure mostly covered in gold leaf and is
located in the middle of a pond known as the “Golden Pavilion” (Figure 6.9). The
performer can represent the temple’s juxtaposition against its natural backdrop by
focusing attention on the metal plate’s distinctive timbre found throughout “Movement
II.” The second movement is structured around small sections separated by the triggered
electronics found at mm. 1, 5, 17, 29, 48, 55, and 57. These sections put the finger
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cymbals against the metal plate in a fight for musical dominance. Musical dominance in
“Movement II” will be defined as being more rhythmically dense and louder in dynamic.
This concept can most clearly be seen in measures 17-27 (Figure 6.10). “Movement H”
primarily uses three suspended finger cymbals and a metal plate as two musical voices
that are in contention with each other. Starting at measure 17, the finger cymbals begin
in eighth notes while the metal plate is silent.
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Figure 6.9: Picture of the Kinkaku-ji temple. Picture taken by Douglas Stebila. Used by
Permission.

Slowly, the finger cymbals decelerate in rhythmic density, moving from eight-notes, to
quarter-note triplets, to two quarter-note triplets per bar, and finally to one note per bar
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(m. 27). Conversely, the metal plate starts silent in measure 17 and then begins as dotted
eighth-notes in m. 19, which become quarter notes by m. 25. The finger cymbals
decelerate from eighth notes to one note per 3/4 bar, equaling a decrease of 1/6'’’
(~16.7%) the initial density. Whereas, the metal plate starts as dotted eighth-notes and
decelerates to quarter notes, equaling a decrease to 3/4ths (75%) the initial density. So,
the finger cymbals begin as eighth-notes and the metal plate starts as dotted eighthnotes, but the finger cymbals end having only one note per bar while the finger cymbals
are in quarter notes. Therefore, the finger cymbals start as musically dominant in mm.
17-19, and the metal plate end as musically dominant by m. 27.
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Figure 6.10: SJG mm. 17-29 from “Movement II.” The top staff represents three
suspended finger cymbals, the middle staff represents the metal plate, and the bottom
staff represents the timpani. Music by Kaija Saariaho © Copyright 1995, 2005 by
Chester Music Limited. All Rights Reserved. International Copyright Secured.
Reprinted by Permission.

The change in musical dominance is also seen in relation to dynamics because the finger
cymbals gradually get softer (mezzo-forte to pianissimo) as the metal plate gradually
becomes louder (piano to mezzo-forte) during mm. 17-27. The timpano entrance at m.
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25 indicates the end of the larger phrase that began at m. 17. Also, the arrival of the
timpano at m. 25 signals a transition back to the suspended finger cymbal’s dominance
from the metal plate’s dominance, similar to the beginning of the phrase at m. 17. The
example in mm. 17-29 is the clearest depiction of a change in musical dominance in
relation to rhythmic-density and dynamic voice crossing in “Movement II. Most of the
other sections in “Movement II” behave in a similar fashion.
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Figure 6.11: SJG mm. 3-14 from “Movement II.” The top staff represents the three
suspended finger cymbals and the bottom staff represents the metal plate. Music by
Kaija Saariaho © Copyright 1995, 2005 by Chester Music Limited. All Rights Reserved.
International Copyright Secured. Reprinted by Permission.

Logistical Concerns
The primary issue of “Movement II” concerns the action of quickly playing three
suspended finger cymbals while simultaneously playing the metal plate as seen in mm.
3-14 (Figure 6.11). Since the electronic audio begins the movement at quarter note
equals 108, there is no option to play any slower. Therefore, it is imperative to place the
finger cymbals close to the metal plate in order to minimize distance between
instruments and maximize movement efficiency. It is possible to play the finger cymbal
part in one hand and the metal plate in the other, but the player must have an
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extraordinary level of dexterity. The separation of one hand for the finger cymbals and
one hand for the metal plate allows for the highest level of dynamic independence
possible between the finger cymbals and the metal plate. But, due to the speed of the
part, separating the hands will not be possible for most performers. In order to
compensate for a lack of hand speed, one may choose to use four mallets and place the
finger cymbals around the metal plate as seen in Figure 6.8 (crotales on soft foam have
been substituted for suspended finger cymbals). With this set-up, the performer is able to
access all four instruments in the space of several inches.

Figure 6.12: Instrument layout of “Movement II.” Picture taken by Brad Meyer. Used by
Permission.

Since the crotales/finger cymbals and metal plate are of a similar density, a hard,
plastic mallet (Vic Firth Ml42) should be used to match the brilliant metallic sounds in
the electronic audio, but the lowest and highest timpani must also be played during
“Movement II.” Four mallets may be used, but the choice to use either four plastic
mallets or two plastic mallets and two yarn mallets is up to the player. If two hard plastic
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mallets and two soft, yam mallets are used, then the yam mallets can be used to play the
timpani and the hard plastic mallets to play the metal instmments, giving the timpani a
full, warm sound. If four hard plastic mallets are used, then the player can use all four
mallets on the finger cymbal and metal plate seetions, but will have a thinner, sharper
sound on the timpani, which may yield a non-idiomatic sound. The stand holding the
finger cymbals/crotales and metal plate may be placed above the two smaller timpani (as
seen in Figure 6.12), which will help the performer play the metal instmments and
timpani at the same time at mm. 25-29, 46-47 (Figure 6.13), and 50-57.

Figure 6.13: SJG mm. 46—47 from “Movement II.” The top line represents the metal
plate and the bottom staff represents the timpani. Music by Kaija Saariaho © Copyright
1995, 2005 by Chester Music Limited. All Rights Reserved. International Copyright
Secured. Reprinted by Permission.

Ultimately, the performer should strive to produce idiomatic sounds out of each
instmment, while maintaining the highest level of rhythmic integrity. It should be noted
that the score notates an electronic trigger at m. 5, but the second trigger has been
incorporated into the sound file of the first trigger in “Movement II,” therefore
physically triggering m. 5 (Figure 6.14) is not necessary.
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Figure 6.14; SJG m. 5 from “Movement II.” The top staff represents three suspended
finger cymbals, the mid-top staff represents the metal plate, the mid-bottom staff
represents the timpani, and the bottom staff represents the electronic triggers. Music by
Kaija Saariaho © Copyright 1995, 2005 by Chester Music Limited. All Rights Reserved.
International Copyright Secured. Reprinted by Permission.

“Movement III - Dry Mountain Stream”
Analysis
“Movement III” of SJG, entitled “Dry Mountain Stream,” refers to the Ryoan-ji
Zen garden, the same Zen garden on which the first movement of SJG is based.’ The
third movement exploits the use of two different types of temporal activity. The first
type of temporal activity is strict and uncompromising, usually marked “Sempre
energico” or “A tempo” (which always refers to the initial tempo marking “Sempre
energico”). This type of steady time will be referred to as the A-Theme. An example of
an A-Theme is found in the first 19 measures (Figure 6.15) of “Movement III,” which
contains a steady 16‘*’-note pulse throughout. The second type of temporal activity is a
more liberal, free time marked “Poco libero,” which will be referred to as the B-Theme.
An example of a B-Theme is found in mm. 20-24 (Figure 6.16). These four measures
should be void of any constant pulsation, even though the rhythms within B-Themes are
Kaija Saariaho, personal email message to the composer, November 29, 2010.
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precise. Saariaho uses polyrhythms, such as eighth notes over fractured quintuplets in m.
20 as seen in the beginning of Figure 6.16 and 16‘'’-notes over fractured quintuplets in m.
40 (Figure 6.17), to create a musical hiccup during B-Themes.
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Figure 6.15: SJG mm. 1-19 from “Movement III.” The top staff represents the wood,
stone, and metal, the mid-top line represents the tam-tam and later the gong, the mid
bottom staff represents the timpani, and the bottom staff represents the electronics.
Music by Kaija Saariaho © Copyright 1995, 2005 by Chester Music Limited. All Rights
Reserved. International Copyright Secured. Reprinted by Permission.
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This hiccup disorients the listener sense of tempo, making a staggering difference
between the steady A-Themes and the unsettled B-Themes. There are six A-Theme
found at mm. 1-19, 25-38, 42-60, 68-93, 100-129, and m. 126. The B-Theme sections
include mm. 20-24, 39-41, 61-67, 94-99, and 130-135. While it is unclear what either
the A-Theme and B-Theme represents, one possible theory could be that the A-Themes
symbolize order and structure in the universe, while the B-Themes represent chaos and
disorder in universe. This concept of opposing-dualities is present throughout Buddhist
writings as well as numerous other religions, and is commonly illustrated with the Yin
and Yang symbol.
“Dry Mountain Stream” is one of, if not the most, popular movements from SJG
most likely due to the wide range of instruments and difficult pol3rhythms. “Movement
III” contains the largest amount of electronics triggers as compared with any other
movements in SJG. Figure 6.18 illustrates how many electronic triggers are contained
within eaeh movement.

Figure 6.16: SJG mm. 20-24 from “Movement III.” The top staff represents the wood,
stone, and metal, the mid-top line represents the tam-tam, the mid-bottom staff
represents the timpani, and the bottom staff represents the electronics. Music by Kaija
Saariaho © Copyright 1995, 2005 by Chester Music Limited. All Rights Reserved.
International Copyright Secured. Reprinted by Permission.
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Figure 6.17: SJG m. 40 from “Movement III.” The top staff represents wood, stone, and
metal, the middle line represents the gong, and the bottom staff represents the timpani.
Music by Kaija Saariaho © Copyright 1995, 2005 by Chester Music Limited. All Rights
Reserved. International Copyright Secured. Reprinted by Permission.

Figure 6.18: Bar graph illustrating the amount of electronic triggers (Y-axis) in each
movement of SJG (X-axis).

Logistical Concerns
The most important factor for “Movement III” in terms of execution is the
instrumental layout, especially pertaining to the placement of the wood, skin, stone,
gong, and timpani. It is critical for the instruments to be as close together as possible to
allow for maximum efficiency between instruments. For this reason, the author
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recommends the set-up in Figure 6.19, which allows for a close spacing between large
amounts of instruments (please note the tambourine should be in between the wood
block and glass bottle for “Movement III”). The specific left to right order of the gong,
skin, wood, and stone is at the players discretion, but it should be mentioned that the
gong is shared between the timpani and the skin, wood, and, stone set-ups. Furthermore,
the wood is placed to the left of the wood and stone to prevent awkward stickings at
mm. 45-49 (Figure 6.20). Also, the author recommends the use of a small opera gong,
as seen in Figure 6.19, because of the small amount of space required, instead of the
larger pot gong used in “Movement I.”

Figure 6.19: Instrumental layout for “Movement III.”’* Picture taken by Brad Meyer.
Used by Permission.

® Pictured is the set-up for “Movement I.” After “Movement 1,” the tambourine should be moved
to the blank space between the woodblock and glass bottle.
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Figure 6.20: SJG mm. 45-49 of “Movement III.” The top staff represents wood, stone,
and metal, the middle line represents the gong, and the bottom line represents the
timpani. Music by Kaija Saariaho © Copyright 1995, 2005 by Chester Music Limited.
All Rights Reserved. International Copyright Secured. Reprinted by Permission.

Another challenging aspect of the third movement is the use of complex
polyrhythms throughout the B-Themes. A performer should dissect each polyrhythm to
determine and understand precisely where every note of both individual rhythms is
located within the composite polyrhythm. One may use the following method to divide
up any composite polyrhythm into two separate rhythms. The fractured quintuplet over
16*'’-notes in the first beat of m. 40 (Figure 6.18) will be used as an example. First,
multiply the total subdivisions per beat of both individual lines, for example: five
quintuplets over four 16^'’-notes would equal a 20-let (5x4=20). Then, divide that result
by each individual rh5dhm to find the equal spacing between the notes, so a 20-let
divided by five quintuplets (20/5=4) would place each partial of the quintuplet on the
first, fifth, ninth, thirteenth, and seventeenth partial of the 20-let, while the 20-let divided
by the four 16‘'’-notes (20/4=5) would place the 16''’-notes on the first, sixth, eleventh,
and sixteenth partial of the 20-let. Finally, determine which notes have been fractured
from the composite rhythm, if any, and remove them (fractured notes will be represented
by a stem without a note head and with parentheses around the number where the note
would have been located). Figure 6.21 is a musical representation of the first beat of
measure 40, which is a fractured quintuplet that is missing its third partial (represented
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by the notes in the space below the top line) over a complete beat of 16‘'’-notes
(represented by the notes in the space above the bottom line). By using the
aforementioned process, any polyrhythm can be broken into a discemable composition
rhythm.
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Figure 6.21; Composite musical representation of m. 40 in “Movement III” of SJG.

In “Movement III,” the option to use idiomatic implements for every instrument
is improbable due to the amount and variety of instrumentals needed. The author
recommends the use of four medium-soft, plastic mallets (Vic Firth M138 or M133) for
the entire movement. Also, four-mallets are beneficial by removing the need to use
double-strokes by exploiting the double-lateral stroke, but those who have a significantly
higher proficiency with two-mallets over four-mallets may find double-stroking with the
inside two mallets of the four-mallet grip more reliable. Either way, the performer
should utilize a grip and stickings that allows him or her to be fluid, accurate, and
consistent around the instrument set-up.
“Movement IV - Rock Garden of Ryoan-ji”
Analysis
The Ryoan-ji Temple contains one of the most famous rock gardens in existence.
The rock garden has three groups with five large boulders per group, for a total of 15

60

boulders as seen in Figure 6.22. These three groups of rocks can be related to the three
main sections found in “Movement IV” as they are the only main features of the rock
garden. The targe rocks are surrounded by a bed of small rocks that are regularly raked
into long, straight lines across the length of the entire garden. Caretakers also rake
around the perimeter of eaeh group of boulders.

Figure 6.22: Picture of the rock garden located beside the Ryoan-ji temple. Picture taken
by Frantisek Stand (http://www.photostaud.com). Used by Permission.

“Movement IV” has three distinct sections, separated when the Zen Cymbals are
struck/rubbed together. The three major sections are mm. 6-13, 18-33, and 35-37. Each
sections utilizes the same instrumentation of small cymbal, gong, and log drum, but
these three instruments provide the bedrock for two voices (separated with the help of
stem direction in the score). Each section of “Movement IV” illustrates two independent
voices struggling against one another for rhythmic dominance. The most vivid depiction
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of the two voices clashing appears in the second segment of the movement, mm. 18-33.
Figure 6.23 depicts the rhythms of the two voices within mm. 18-33, while excluding
instrumentation to help clarify the voices.
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Figure 6.23: Illustration of the voice separation in mm. 18-33 of “Movement IV” from
SJG.
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The downward pointing stems in the top line and the upward pointing stems in the
bottom line represent notes shared between the voices, which are represented in the
original score by one note head having two stems, one in each direction. As one can see,
the A-Voice appears to be dominant in the beginning of this segment, and is slowly
overtaken by the B-Voice until m. 26 of this musical fragment. For the first eight bars,
the A-Voice moves from steady 32nd-notes until it is fractured to the point where it is
absent in m. 26 of this section, while the B-Voice is moving from being subdominant to
dominant by increasing its rhythmic density from being absent in the first measure of
Figure 6.23 to dominating the eighth measure with straight 32nd-notes as the A-Voice
rests. From m. 26 to the end of the section, the B-Voice continues with straight 32ndnotes, but the A-Voice appears to coming at m. 27 as if it is going to try to overtake the
B-Voice as is increases from five notes per measure in mm. 27-28, to straight triplets in
m. 29. However, the A-Voice is once again fractured until the end of m. 33 where the AVoice is silent.
Logistical Concerns
It seems imperative for the performer to find a way to aurally and visually
separate the two voices throughout the movement due to the aforementioned concept of
voice separation. One way to achieve a visual and aural separation is by separating the
hands so one hand plays the A-Voice and the other hand plays the B-Voice. This brings
about a concern as to how the performer should play the notes shared by the both voices.
Should both hands play simultaneously or should one hand play the note? If one hand is
used then other factors come into consideration, such as which voice is more dominant
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at the time or if there are physical limitations that make it easier to use one hand instead
of the other.
The author’s recommended layout for the fourth movement can be seen in Figure
6.24. Note the addition of a second cymbal to the left of the log drum and the upsidedown Zen cymbal on a padded stool; these two features will be discussed in the next
paragraph. The author recommends four medium/medium-soft vibraphone mallets (Vic
Firth Ml86) as they create a mellow sound on all the instruments, while still maintaining
a marked level of attack for clarity of the polyrhythms in “Movement IV.”

Figure 6.24: Instrumental layout for “Movement IV” for SJG. Picture taken by Brad
Meyer. Used by Permission.

A musical dilemma occurs at mm. 29-32 (Figure 6.25) in “Movement IV.”
Saariaho calls for the Zen cymbals to be played during rapid passages of 32nd-notes and
eighth-note triplets at the same time. As a result, the performer must first decide how to
physically play the Zen cymbals in this passage, and then secondly, the performer must
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choose what implement (if necessary) should be used to play the Zen cymbals. Several
options are available. The first, and most idiomatic, option is for the performer to place a
hi-hat stand with a pair of Zen cymbals attached.

r

r

Figure 6.25: SJG mm. 29-32 of “Movement IV.” The top staff represents the small
cymbal, gong, and log drum, the middle line represents the Zen cymbals, and the bottom
line represents the tam-tam. Music by Kaija Saariaho © Copyright 1995, 2005 by
Chester Music Limited. All Rights Reserved. International Copyright Secured.
Reprinted by Permission.

By depressing the hi-hat pedal, the Zen cymbals will be played with a more traditional
“crash-cymbal” sound while a second set of Zen cymbals may be put elsewhere to be
played by hand during the more soloistic Zen cymbal sections. This first option allows
the cymbals to always be played with a natural “crash-cymbal” sound. However, when
by mounting a pair of Zen cymbals on a hi-hat, the relationship between the two voiees
as is disrupted because the B-Voice hand will not play the Zen cymbals. A second
option involves placing one Zen cymbal upside-down on a cymbal and playing the Zen
cymbal with the mallets already in hand. The negative aspect of the second option is that
the performer must put another implement in one hand to strike the Zen cymbals,
because striking a Zen cymbal with a vibraphone mallet will not create enough sound to
balance with the rest of the instruments being played at that time. Another option
involves substituting the Zen cymbal with another instrument during mm. 29-32. A
suspended cymbal can be used because of its ability to match the volume of other
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instruments while helping to generate the large flurry of resonance desired during the
final portion of the middle section. The large sound mass created by two cymbals, gong,
and log drum is fitting because of m. 29 (marked “Poco a poco piu agitato”), which
leads into m. 35 (marked “Furioso”). The downside of the third option is the initiation of
a new timbre that is only heard for a small period of time. One could create
unintentional emphasis by introducing a new sound during one section of the movement.
“Movement V - Moss Garden of the Saiho-ji”
Analysis
The Saiho-ji temple originally had a rock garden that was eventually consumed
by fire and flood. After the temple and garden were abandoned for many years, nature
took its course and began to reclaim the property. Eventually, the devastated rock garden
was consumed by more than a hundred different kinds of mosses. The Saiho-ji moss
garden is an example of how humans build and create, but nature will ultimately reclaim
everything over time. Figure 6.26 shows a portion of the Saiho-ji moss garden.
The fifth movement of SJG deals with the relation of rhythmic density between
two voices in a similar maimer to other movements of SJG. The A-Voice is made up of
crotales, triangle, and tambourine; the B-Voice is comprised of the wood, metal, and
stone sounds. The macroscopic concept of “Movement V” is the gradual deceleration
from 16*''-note quintuplets at m. 1 (Figure 6.27) to eighth-note quintuplets at m. 16
(Figure 6.28) in the A-Voice at m. 1, whereas the B-Voice steadily accelerates from
eighth notes in m. 1 to sextuplets at m. 16. The B-Voice is easier to comprehend as it
moves simply from eighth notes, to triplets, to 16‘'’-notes, to fractured sextuplets, and
ultimately to complete sextuplets by m. 16. The A-Voice is more complex as it starts
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with 16'’’-note quintuplets and is fractured, starting in m. 6 on the second beat of the
measure, until it finally becomes an eight-note quintuplet by m. 13. Measures 17-20
simply provide a coda-like ending to the movement.

Figure 6.26: Picture of the moss garden located at the Saiho-ji temple. Picture taken by
Frantisek Stand (http://www.photostaud.com). Used by Permission.
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Figure 6.27: SJG m. 1 from “Movement V.” The top staff represents crotales, the middle
lines represent the triangle and tambourine, and the bottom staff represents the wood,
metal, and stone. Music by Kaija Saariaho © Copyright 1995, 2005 by Chester Music
Limited. All Rights Reserved. International Copyright Secured. Reprinted by
Permission.
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Figure 6.28: SJG m. 16 from “Movement V. The top staff represents crotales, the middle
lines represent the triangle and tambourine, and the bottom staff represents the wood,
metal, and stone. Music by Kaija Saariaho © Copyright 1995, 2005 by Chester Music
Limited. All Rights Reserved. International Copyright Secured. Reprinted by
Permission.

There are several other compositional devices being used at the macroscopic
level of the fifth movement. First, the A-Voice starts at the top of the range of the
crotales, surrounding the high A-natural with a B*’ and G^. As the movement progresses,
the A-natural remains relatively constant, while the B'’ and

slowly descend in pitch

until they reach F-natural in m. 10; there, the two pitches begin to disappear until both
pitches are no longer present at m. 13. Measure 3 introduces the tambourine and
triangle, which remains rhythmically irregular, but somewhat constant throughout the
movement until m. 14. At m. 14, the tambourine and triangle are synthesized with the
high A-natural crotale creating a composite rhythm of an eighth-note quintuplet.
Logistical Concerns
Since “Movement V” shares the high crotales with the first and last movement of
SJG, it is important to place the high crotales somewhere the performer can reach them
for all three movements. One can see in Figure 6.29 how the high crotales have been
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integrated into the set-up to allow for use in first, fifth, and sixth movement. The layout
in Figure 6.29 favors the idea of separating the two main voices. The right hand plays
the crotales, triangle, and tambourine with a small, hard, plastic mallet (Vic Firth M143),
while the left hand plays the metal, wood, and stone sounds with a medium-sized, plastic
mallet (Vic Firth Ml40). Separating the hands creates a perfect division between the
movement’s two voices. The sounds in the score have been realized as a glass bottle for
the stone sound, a wood block for the wood sound, and an electrical outlet back-plate as
the metal sound.

Figure 6.29: Instrumental layout “Movement V” for SJG. Picture taken by Brad Meyer.
Used by Permission.
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“Movement VI - Stone Bridges”
Analysis
The final movement of SJG, entitled “Stone Bridges,” is a reference to the
bridges at Katsura Imperial Villa.^ Katsura’s bridges are long curvilinear forms that
resemble the long crescendos and decrescendos in “Movement VI.” “Movement VI” is a
loose retrograde of the formal principles underlying the first movement. The order of
instruments in “Movement I” is triangle, crotales, medium suspended cymbal, wood
block, tambourine, log drum, two gongs, high timpano, medium timpano, and low
timpano, but the order of instruments in “Movement VI” (Figure 6.30) is low timpano,
medium timpano, high timpano, two gongs, log drum, metal plate, tambourine, Chinese
drum, wood block, medium suspended cymbal, crotales, and triangle. With the exclusion
of the Chinese drum (mm. 34-64) and the metal plate (mm. 18^0), the entrance of each
instrument in “Movement VI” is in reverse order from the “Movement I.”
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Figure 6.30: Illustration of pitch versus time in ‘‘Movement VI” of SJG.
' Kaija Saariaho, personal email message to the composer, January 15, 2011.
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Along with the retrograde of the instrumental entrance in “Movement VI” as
compared with “Movement I”, the overall dynamic scheme of the sixth movement is
also a loose retrograde of the first movement’s dynamic scheme. “Movement I”
gradually grew in dynamic from soft to loud, whereas “Movement VI” gradually
decreases in dynamics from loud to soft (even though it has a couple of outliers from the
general concept). Figure 6.31 shows a general decrease in volume, even though the
dynamics in the middle of the illustration do not follow the descending trend. Measures
33-52 represent the abnormality in the graph. It is of interest to note the entrance of the
Chinese drum at mm. 34 (Figure 6.32), and the beginning of the Chinese drum’s
decrescendo at m. 52. If the mm. 33-52 were removed. Figure 6.31 from “Movement
VI” would be a closely related retrograde of Figure 6.6 from “Movement I”.
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Figure 6.31: Illustration of dynamics versus time in “Movement VI” of SJG.
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Figure 6.32: SJG m. 33 from “Movement VI.” The top line represents the metal plate,
the middle line represents the Chinese drum, and the bottom line represents the
tambourine. Music by Kaija Saariaho © Copyright 1995, 2005 by Chester Music
Limited. All Rights Reserved. International Copyright Secured. Reprinted by
Permission.

Saariaho creates a cyclical nature about the piece by having “Movement VI” as a
distorted mirror image of the first movement with respect to entrances of instruments
and dynamics. She also increases the level of cyclical connection by using soft, repeated
quarter notes on the triangle at the outset of the first movement and the end of the last
movement. By relating the beginning and ending of SJG, Saariaho creates the illusion
that all six movements of SJG are one continuous piece, instead of six individual, nonrelated movements.
Logistical Concerns
Several performance considerations arise when considering playing “Movement
VI.” The first dilemma the performer must wrestle with is tempo. Since the piece
appears to end the same way the first movement starts, a similar, if not exact, tempo
should be used between the first movement and the last movement of quarter note at ~54
beats per minute. Since the last movement requires greater skill and speed to traverse the
large set-up, the author recommends the use of a slightly slower tempo of quarter note at
51 beats per minute for both the first and last movement. The slower tempo allows for
more control over accuracy throughout the sixth movement, while giving the first
movement an expanded sense of weight and time.
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Another question the performer must confront is where to place the metal plate
required between mm. 18—40. Steven Schick solved this predicament as seen in his
“Drumming in the Dark” concert series by starting the piece with the metal plate on a
towel draped across half of the log drum, and then placing the metal plate and towel on
top of the two small opera gongs during m. 32. This ingenious move allows for the same
piece of metal to be used throughout the movement while maintaining efficiency
between the instruments required during their respective sections.
Finally, mallet choice must be considered because of the many instruments used
throughout “Movement VI.” The author recommends using four medium-soft plastic
mallets (Vic Firth Ml33) to start the movement in order to produce the most idiomatic
sounds from the most instruments. Then, at m. 44, the performer can switch to a hard
plastic mallet (Vic Firth Ml39) in the outside position of the right hand for the crotale
notes beginning at m. 53, while the other implements may retain their original mediumsoft plastic mallets. At m. 54, the performer can then switch to two hard plastic mallets
in the right to play the crotale notes, especially the double-stops at mm. 59-60 (Figure
6.33), as the left hand plays the Chinese drum and suspended cymbal with the mediumsoft plastic mallets. Finally, the last mallet change may occur at m. 61. The player
should place a hard plastic mallet in the right hand to play the triangle, a hard plastic
mallet in the left hand’s inside mallet position to play the suspended cymbal, and a
medium-soft plastic mallet in the left hand’s outside position to play the Chinese drum.
This final switch enables the performer to use implements indicative of their respective
instruments. Using the hard plastic mallet to play the triangle at the beginning of

73

“Movement I” and ending of “Movement VI” increases the cyclical nature of the SJG as
a whole.

Figure 6.33: SJG mm. 59-60 from “Movement VI.” The top line represents the
suspended cymbal and the bottom staff represents the crotales. Music by Kaija Saariaho
© Copyright 1995, 2005 by Chester Music Limited. All Rights Reserved. International
Copyright Secured. Reprinted by Permission.

Saariaho’s compositional processes for SJG mainly involves her use of rhythmic
dominance and voice exchange, which can be realized in performance through
implement choice, instrumentation, and stickings. A performer should try to clearly
highlight micro- and macro-structures in a performance of SJG to heighten the level of
interpretive clarity. The serious performer must also take into account the programmatic
nature of each movement; simple designs in the gardens reflect simple physical
movements, and ornate structures denote large, lavish physical gestures. These places of
sanctuary should be reflected with the performer’s movements. Ultimately, these
gardens are a sanctuary for Saariaho and the informed performer should model their
actions as a sanctuary for the music to unfold.

Copyright © Bradley E. Meyer 2011
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CHAPTER 7
TROIS RIVIERES: DELTA
General Information
Saariaho created TR:D (2000/01) at the request of Thierry Miroglio. TR:D is a
solo reduction of her Trois Rivieres (1993) for percussion quartet with live electronics.
Saariaho has mentioned the title of Trois Rivieres only refers to three imaginary rivers,
and not the city located in Quebec, Canada named Trois-Rivieres.' Miroglio is an
internationally respected solo percussionist who is professor of percussion at the
Conservatory Darius Milhaud in Paris, France.^ He premiered TR:D at the Maison de la
Radio France on January 19, 2001.^ In 2002, Miroglio produced his album, Kaija
Saariaho, distributed by INA records, which contains recordings of both TR:D and
SJG.^
As inspiration for TR:D, Saariaho drew from the poem Nuit de lune sur le fleuve
(“Moon Night on the River”), by revered Chinese poet, Li Po (701-762). Po’s poem is
vocalized by the soloist and the electronic accompaniment throughout TR:D. The French
translation of the poem included in the preface of TR:D is by musicologist Louis Laloy:^
Nuit de lune sur le fleuve
Doucement la brise sur le fleuve se leve,
Tristement les arbres pres du lac ffissonnent.
Je monte sur la proue par la belle nuit calme.
On etale les nattes et la barque legere s’elance.
La lune suit la fuite des monts sombres,
L’eau s’ecoule avec le ciel bleu,
Aussi profonde qu’inversement le Fleuve celeste.
' Kaija Saariaho, personal email message to the composer, January, 15, 2011.
^ Thierry Miroglio, “Thierry Miroglio: Biography,”
http://thierrymiroglio.com/page%20biographie%20english.html (accessed January, 14, 2011).
^ Kaija Saariaho, “preface,” Trois Rivieres: Delta: for solo percussion and electronics (London:
Chester Music Ltd., 2007).
Thierry Miroglio, Kaija Saariaho, CD-ROM, ina e 5013 275922 DDD (ina, 2002).
^ Jonathan Chaves, personal email message to the professor, November 19, 2010.
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Rien n’est visible, sinon I’ombre melee de I’arbre et du nuage.
La route du retour est longue, longue;
L’immensite de fleuve est triste, triste.
Je suis seul, les fleurs d’orchidee s’effacent.
Le chant du pecheur rappelle ma tristesse.
Le detour escarpe derobe le rivage en arriere,
Le sable clair signale un ecueil par devant.
Je pense a vous. Seigneur, que ma vue n’atteint plus
Et le regard perdu au loin, medite mon regret.^
The original poem in Chinese characters:

Jonathan Chaves, professor of Chinese at George Washington University, English
translation of the poem:
^ Kaija Saariaho,, “preface,” Trois Rivieres: Delta: for solo percussion and electronics (London:
Chester Music Ltd., 2007).
’ Ch'u Jui-yiian and Chu Chin-ch'eng, Li Po chi chiao-chu ^

("The Complete Works

of Li Po Collated and Annotated”) (Shanghai; Ku-chi ch'u-pan-she 1980), 1:851.
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Traveling on the River on a Moonlit Night
Gently, gently, river breezes start,
Sadly, sadly, lake trees turn autumnal.
Up at the prow, I enjoy the pure beauty of the night
As they raise the sail, and our small craft starts to move.
The moon now follows green mountains as it turns.
The waters join the dark sky as they flow.
In vast distance, the Milky Way appears:
I sense the mystery of the cloudy woods.
My route back home goes on and on.
The flowing river extends, extends still more.
I only grieve that marsh-orchids wither now.
But also hear the sadness of water-chestnut songs.
The bank winds on, obscuring the other shore;
The sand sparkles—I spy an island ahead.
I long for you, but no longer are you seen:
I gaze into the distance, my grief at parting grows.*
Professor Chaves summarizes Li Po’s poem by writing, “The poet has been sent off on
his homeward journey by a friend. Among other sights and sounds, he hears the singing
of the water-chestnut gatherers, out in their boats at night.”^
Saariaho’s TR:D requires a virtual fortress of percussion instruments, and while
the list given at the beginning of the preface is large, the performer is required to double
several instruments. The list of instruments Saariaho calls for are: triangle, metal plate,
stone plate, small wood block, log drum, four tom-toms, bass drum, small suspended
bell, finger cymbals, suspended finger cymbal, two suspended cymbals (small and
medium), Zen cymbals, two temple blocks, four roto-toms, tabla (one drum), two gongs
(small and medium), small bowl gong, tambourine, two bongo drums (small and
medium), medium-large tam-tam, and three timpani. But, Saariaho fails to mention the
small bell needed in the open measures of the first movement and mm. 259-282 of the
second movement. The author recommends the instrumental layout found in Figure 7.1

' Jonathan Chaves, personal email message to the professor, November 19, 2010.
’ Ibid.
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to facilitate a performance with the shortest amount of rest between movements. Table
7.1 corresponds the letters in Figure 6.1 to their specific instruments, which is a single,
all-eneompassing set-up for TR:D\

Letter
A
B
C
D
E
F
G
H
I
J
K
L
M
N
0
P
0
R

s
T
U
V
w
X

Y
Z

Instrument
large gong
medium gong
Zen cymbal
log drum
pair of bongos
large temple block
medium temple block
glass bottle
wood block
bowl gong
metal plate
triangle (mounted)
large cymbal
medium cymbal
suspended bell
suspended finger cymbal
32” timpano
29” timpano
26” timpano
graduate set of four toms
graduated set of four
roto-toms
tabla drum
tambourine
Zen cymbal

Miscellaneous Information
Javanese
Javanese
upside-down

loosely mounted on a stand, lightly
touching the upside-down Zen cymbal
next to it, but must also be easily
removable to facilitate being grasped
by hand

large tam-tam
large bass drum
Table 7.1: List corresponding instruments to the letters found in Figure 7.1.
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In addition to the percussion instruments, the performer also needs a laptop
computer, midi-interface, and one to three electronic sustain pedals (for triggering the
electronics from multiple locations within the TR:D set-up) to use the required
Max/MSP patch. It should be noted that neither the original or revised Max/MSP patch
are included with the score. Plus, the performer will need to contact Chester Music
Limited to download the revised Max/MSP patch, accompanying audio files, and
Max/MSP object files required to use the TR:D Max/MSP patch. TR:D also requires the
performer to amplify the percussion instruments with multiple microphones and to
amplify the soloist’s voice with a separate microphone through the Max/MSP patch.
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Both the percussion instrument signals and the voice signal need be run through the
Max/MSP patch because the program uses spatialization effects on all signals.
TR:D is essentially a reduction of the original Trois Rivieres quartet, having the
soloist perform one to two parts of the original quartet simultaneously. The electronic
audio is substitute for the parts not being played by the soloist as compared with the
quartet version. So, if the soloist is performing Player Ts part from the quartet, then the
electronic content will be performing the other three players’ music. Therefore, even
though TR:D is a solo piece, it is fundamentally a reduction for one person to play along
with the other parts of the original quartet, Trois Rivieres.
Saariaho utilizes French text throughout several sections of TR:D, which is
amplified by the Max/MSP patch. The spoken text is amplified to enhance the three
different types of voices used by the soloist: “whispered,” “speaking voice with a lot of
air,” and “speaking voice.” All three voices are distinguished using a small “o” for the
“whispered voice,” a small coda sign for the “speaking voice with a lot of air,” and a
small filled-in square for the “speaking voice.” Therefore, if the voice were not
amplified, much of the “whispered” and “speaking voice with a lot of air” would be
inaudible to the audience. Also, Saariaho utilizes different strokes, such as the dead
stroke (a stroke where the implement is pushed into the instrument to stop the
resonance), in order to increase the sonic palette of TR:D. Dead strokes are marked with
a “+” and regular strokes are marked with a “o”. Many times, the performer is asked to
transition from dead strokes to open strokes over the duration of multiple notes as found
in mm. 48-49 (Figure 7.2) in “Movement III.”
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o ---

+

Z^(p
oFigure 7.2: TR:D mm. 48-49 from “Movement III.” The top line represents the
tambourine and the bottom line represents the voiee. Music by Kaija Saariaho ©
Copyright 1994 by Chester Music Limited. All Rights Reserved. International Copyright
Secured. Reprinted by Permission.

While there are similarities between TR:D and SJG, each piece is its own unique
creation and all are equal in terms of both their own compositional weight as well as
their sonic diversity. The entirety of TR:D takes the audience and performer through a
sonic realization of the three imaginary rivers Saariaho envisioned when she wrote Trois
Rivieres, and by using Li Po’s poem “Nuit de lune sur le fleuve,” she provides the
listener with a 15 minute expedition into a sonic voyage.
“Movement I”
Analysis
The opening of “Movement I” is a large-scale arch in terms of tempo and energy.
At the beginning, the tempo is marked as quarter note equals 52 beats per minute (bpm),
and gradually increases through the use of accelerandos, and metric modulations until
the tempo climax at m. 68 marked “piu agitato” at quarter-note equals 120 bpm. From
m. 68, sonic intensity continues to build until m. 104 marked “furioso,” which is when
the timpani are first heard in the “Movement I.” However, the high level of intensity
only lasts for two bars before the movement’s energy begins to decrease. Measure 107
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to the end of “Movement I” slowly decelerates to the original tempo of quarter-note
equals 60 bpm at mm. 146-155, which are labeled “calmo, dolce.” The first movement
creates an arch of energy that seems to climax about two-thirds of the way through the
movement, which is an indicator that the movement may have been constructed with the
Golden Mean (a.k.a Golden Ratio) of .618 as a compositional tool for determining the
peak of the overall arch. By adding up all the beats in the first movement, one will find a
total of 312.25 quarter notes, and when multiplied by .618, a result of -193. However,
the 193rd beat of “Movement I” is located on the downbeat of m. 93, which is the
middle of the section preceding the first timpani entrance. However, the timpani
entrance is unquestionably the climax of the movement. But, when Thierry Miroglio’s
recording is analyzed, one finds a point of great interest. Miroglio’s recording of
“Movement I” is 225 seconds (3’ 45”) in length. When 225 is multiplied by .618, the
total is -139 second (2’ 19”), which is the exact time when Miroglio reaches m. 105 (the
timpani entrance). Therefore, it appears TR:D's climax is at the Golden Mean of the
piece in terms of chronological time, giving “Movement I” a traditional compositional
shape.
Another aspect of the overall arch-form of the first movement is how the
rhythms progress from simple, to complex, and back to simple. In the beginning of
“Movement I,” quarter notes dominate the texture until m. 27 (Figure 7.3), where grace
notes begin distorting the sound of pure quarter notes. As the movement continues from
m. 27 to the middle of “Movement I,” rhythms become more dense as seen in many
measures such as m. 108 (Figure 7.4) where fractured 16‘'’-notes are layered on fractured
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16-note quintuples, layered on fractured 32-notes, layered on quarter-notes with grace
notes.

I

T

•pp

Figure 7.3: TR:D m. 27 from “Movement I.” The notes on the line represent a small
cymbal and the notes below the line represent a large cymbal. Music by Kaija Saariaho
© Copyright 1994 by Chester Music Limited. All Rights Reserved. International
Copyright Secured. Reprinted by Permission.
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Figure 7.4: TR:D m. 108 from “Movement I.” The top staff represents timpani, the mid
top staff represents the voice, and the bottom three staves represent cues in the electronic
audio. Music by Kaija Saariaho © Copyright 1994 by Chester Music Limited. All Rights
Reserved. International Copyright Secured. Reprinted by Permission.
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Slowly, from the middle of the first movement, the rhythmic density decreases until pure
quarter notes are heard at m. 138 (Figure 7.5) to the end. Saariaho uses simple rhythms
to imply relaxation in the beginning and end, whereas she uses complex, dense rhythms
to build tension during the middle of the movement.

L«! iuns'siiit
iODj vary she. itriki'

Figure 7.5: TR:D m. 138 from “Movement I.” The top staff represents timpani, the mid
top line represents the voice, and the bottom three staves represent cues in the electronic
audio. Music by Kaija Saariaho © Copyright 1994 by Chester Music Limited. All Rights
Reserved. International Copyright Secured. Reprinted by Permission.

This relaxation-tension-relaxation reinforces the arch-form of the first movement and
provides a sense of direction, making the last 18 measures sound like a definitive
conclusion to the first movement as illustrated in Figure 7.6.
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Time

/
Figure 7.6: Tempo graph of “Movement I” from TR:D.

In addition to the arch-form of the first movement’s tempo and content, Saariaho
utilizes the first stanza of Nuit de lune sur le fleuve and then undergoes a modified
retrograde of itself during “Movement I.” The performer recites the entire first stanza
between mm. 1-23 (Figure 7.7) as the recorded voices repeat parts of the text, creating
an effect of repetition, echoes, or words isolated from the rest of the text. From m. 24,
the text is broken down into small phrases, but the phrases come in a modified
retrograde of the first stanza of poem. The order of the text in modified retrograde is as
follows (excluding any successive repetitions):
s-sinon; I’ombre melee de Tarbre et du nuage; L’eau s’ecoule avec le del blue;
La lune suit la fiiite; Rien n’est; Rien n’est visible; La lune suit la fuite; sinon
I’ombre melee; L’eau s’ecoule avec le del blue; des monts sombres; de I’arbre et
du nuage; suit; la fuite; la; la lune; la; la belle; le del; la lune; La lune suit la
fuite; On dale les nattes et la barque legde s’elance; la belle nuit calme, legde;
Je monte sur la proue; par la belle nuit calme; Doucement, tristement; L’eau
s’ecoule avec le del blue; Doucement, tristement; Tristement les arbre; L’eau
s’ecoule; pres du lac frissonnent; La lune; Doucement la brise; sur le fleuve se
leve; Doucement, tristment; le arbres pres du lac; Doucement la brise;
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frissonnent
By reading the text in chronological order at the beginning to m. 23, and then in reverse
from mm. 24 to the end of “Movement I,” Saariaho creates a point of symmetry using
the words from the poem at m. 24, instead of at the m. 105, which is where the Golden
Mean section is in the first movement as depicted in Figure 7.8.
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Figure 7.7: TR:D mm. 1-23 from “Movement I.” Music by Kaija Saariaho © Copyright
1994 by Chester Music Limited. All Rights Reserved. International Copyright Secured.
Reprinted by Permission.
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Coldsn Mean

Point c>f Symmetry

rime
Figure 7.8: Illustration of the Golden Mean vs. the poetic point of symmetry in
“Movement I” of TR:D.

“Movement I” of TR:D is closely related to the first movement of SJG because
of how Saariaho introduces instruments in order from highest to lowest pitch. In TR:D,
the order of instruments is: triangle, finger cymbal, small bell, small suspended cymbal,
medium suspended cymbal, metal plate, wood block, small gong, larger gong, two
temple blocks, log drum, high timpano, medium timpano, low timpano, bass drum, and
tam-tam. Ultimately, the performer is in control of instrument selection, so the
instruments may not descend in pitch if pitch is not taken into account, but the listener
will absolutely detect a general shift from high pitched instruments to low pitched
instruments throughout the first movement, especially if this tenet is followed.
Logistical Concerns
The following is the author’s recommendation regarding implement selection. At
the beginning of “Movement I,” the right hand should hold two triangle beaters while
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holding a triangle beater in the 2-mallet position for the suspended finger cymbal and a
metal beaded mallet (Vic Firth M146) for the small bell in the 1-mallet position. Then at
m. 24 the left hand switches to two medium-hard vibraphone mallets (Vic Firth Ml87)
to play the cymbals and gongs. Between mm. 33-35, the right hand should replace the 3mallet with a medium-hard plastic mallet (Vic Firth MHO) to play the metal plate
starting at m. 36. At mm. 49-50, the player switches to two medium-plastic mallets (Vic
Firth Ml33) in both hands because of the large range of instruments with differing
densities until mm. 101-103. Here, a pair of staccato/wood mallets (Vic Firth GENS or
T5) is needed for an idiomatic sound on the timpani. Finally, the last mallet change
occurs during the quarter notes at mm. 135-141 by putting both hard timpani mallets in
the left hand while acquiring two large, heavy yam mallets (Vic Firth Ml60) in the right
hand. The large, heavy yam mallets will play the gong and bass dmm starting at m. 146.
“Movement II”
Analysis
The second movement has a conflicting duality created by the smaller
instmments (wood block, triangle, stone plate, metal plate, etc.) used against the larger
instmments (timpani, tom-toms, and roto-toms). Subsequently, the movement moves
from small, softer sounds to large, loud sounds. However, the move from small to large
and soft to loud is not a direct, clear shift. If one looks at the dynamics throughout the
second movement, one would see a large amount offorte and fortissimo dynamics in all
sections of the movement. However, if one takes into account the maximum volume of
the instruments in each section, then a gradual crescendo starts to emerge all the way
through the movement. There are many occasions when Saariaho moves from large.
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loud sounds to soft, delicate sounds, but these appear to be only temporary as the
movement continuously builds towards a climax during the final measures.
“Movement IF’ can be separated into several sections, which can be seen in the
Figure 7.8. The first main section of the piece is the m. 1 to m. 57 (rehearsal letter “E”),
which contains only small instruments. Measure 57 to m 77 (rehearsal letter “F”)
transitions from the smaller instruments to the larger instruments, represented by the
timpani for this specific section, by gradually increasing the volume through the use of
timpani, which is found in the second stave of the electronics part at m. 57 (Figure 7.9).
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Figure 7.9; TR:D m. 57 from “Movement II.” All four staves represent cues in the
electronic audio. Music by Kaija Saariaho © Copyright 1994 by Chester Music Limited.
All Rights Reserved. International Copyright Secured. Reprinted by Permission.

Then, the timpani are transferred to the solo part at m. 76. The timpani are only present
for a short period of time and gradually die away between mm. 99-108. The small
instrument group only has the dominant position for a short time, and is interrupted by
the timpani in the solo part at m. 116. Although timpani are present from mm. 116-27,
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they only reach mezzo-forte while playing against smaller instruments in the electronic
part. The smaller instruments dominate until m. 156; here, drums begin to enter the
sonic atmosphere with three congas at m. 156, two congas at m. 164 (rehearsal letter
“M”), Chinese tom-tom and two bongos at m. 166, and the final entrance of four tom
toms at m. 170. From m. 170 to the end of “Movement II,” large drums are constantly
played as the soloist moves from four tom-toms, to four roto-toms (m. 190), and finally
to timpani at m. 233. After several measures of only drum sounds (mm. 233-242), the
metallic sounds (suspended finger cymbals, small-suspended bell, and suspended
cymbal) are reintroduced into the texture again. Between m. 242 to the end of the piece,
metal sounds including triangle, crotales, and three gongs are interlaced with texture of
the large drums to create a synthesis of sound, which lead to the climax of the movement
at m. 330.
Logistical Concerns
Changing to appropriate mallets during the second movement is a daunting task
due to its enormous duration and limited rests. Transitioning from the first movement to
the second can be difficult because there is only a slight pause as indicated by the breath
mark at the end of “Movement I”. But, if the breath mark is observed, then the player
can quickly change all of the mallets, except the large yam mallet used to play the gong.
Initially, the performer must strike both the low timpano using their hand and the tam
tam using a suitable mallet. After the initial attack, the performer may switch to a pair of
medium plastic mallets appropriate for playing instruments of varying densities. One
option is to use'a “combination mallef’ (a mallet with more than one type of surface, ex:
metal and wood, plastic and felt, etc.). A solution to the problem of mallet choice during
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the opening 37 measures is a pair of medium plastic mallets (Vic Firth Ml33) with a
piece of metal (ex; tin) wrapped around the upper shaft (close to the head of the mallet)
as seen in Figure 7.10. Wrapping metal around the shaft of the mallet can produce
unwanted contact sound, which occurs due to the metal hitting the wooden shaft of the
mallet. To fix this problem, wrap a small amount of tape around the mallet shaft before
attaching the metal; this will act as a sound insulator between the implement and the
metal.

Figure 7.10: Mallet with aluminum wrapped around the upper shaft. Picture taken by
Brad Meyer. Used by Permission.

At m. 38, the performer has a short amount of time to pick up two more mediumplastic mallets, so both hands will be holding two mallets. The player is required to hold
four mallets because several parts require three or four notes to be struck
simultaneously, such as the four-note cluster on the downbeat of m. 49 (Figure 7.11).
Measures 168-69 are the next place where the performer should switch mallets because
he or she will be transitioning from playing smaller instruments (triangle, small
suspended bell, metal plate, etc.) to larger instruments (timpani, roto-toms, and tom
toms). Here, the performer can use another combination mallet by switching to a timpani
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mallet with two different sides: half of the head being wood mallet and half of the head
being a covered mallet.

Figure 7.11: TR:D m. 49 from “Movement II.” The top staff represents a metal plate and
a stone plate, and bottom staff represents a bowl gong and a bongo. Music by Kaija
Saariaho © Copyright 1994 by Chester Music Limited. All Rights Reserved.
International Copyright Secured. Reprinted by Permission.

A double-sided mallet enables the performer to switch between the a softer “hands”
sound at mm. 170-189, to the “sticks” sound at from m. 190 to the end of the piece. The
double-sided timpani mallet is a substitute for the “hand” sound, even though the
covered mallet will not produce the same sound as a hand. However, changing between
the two sides of a double-sided timpani mallet will give an obvious change in tone color.
There are several companies who make a double-sided timpani mallet, but one can make
their own mallet by taking a wooden timpani mallet (Vic Firth T5) and affixing felt or
“moleskin” to half of the mallet’s head (Figure 7.12, right side).’° If one desires a softer
kind of felt, regular timpani-mallet felt can be attached to part of the timpani mallet head
by drilling a small hole to run string through in order to firmly secure the felt on half the
mallet head (Figure 7.12, left side). Also, double-sided tape can be used to prevent the
Moleskin is typically used to preventing chaffing and blistering of the skin and is often found
in the medical isle of major stores.

92

felt from slipping. It is important to place a small strip of moleskin on one side of the
mallet’s shaft, where the player’s thumb rests, so the performer will be able to determine
which side of the mallet is being used without having to look at the mallet. Examples of
the combination mallets previously mentioned are illustrated in Figure 7.12. One may
also wish to attach a small piece of metal to one of the timpani mallet’s shafts to play the
triangle parts from m. 247 to the end of the movement, similar to the Ml 33’s in Figure
7.10.

•I'l,

Figure 7.12: Vic Firth T5 with felt attached to half of the head (left) and Vic Firth T5
with moleskin attached to half of the head (right). Picture taken by Brad Meyer. Used by
Permission.

“Movement II” is the most significant portion of TR:D in terms of duration,
containing ~46% of its total length (in regards overall performance time). The performer
must utilize almost every instrument in the set-up to play “Movement II.” Furthermore,
Saariaho asks the performer to play multiple musical lines by moving between
instruments as voices overlap, such as the transition from m. 126 to m. 127 (Figure
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7.13). Overall, the performer must be mentally, physically, and technically strong
because of the extreme amount of endurance and finesse required.
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Figure 7.13: TR:D mm. 126-127 from “Movement II.” The top staff represents a metal
plate, woodblock, and stone plate, the bottom staff represents the timpani. Music by
Kaija Saariaho © Copyright 1994 by Chester Music Limited. All Rights Reserved.
International Copyright Secured. Reprinted by Permission.

“Movement III”
Analysis
“Movement III” can be seen as a fragmented look back at several themes in the
first two movements of TR.D as seen in Figure 7.14. Each musical fragment in
“Movement III” is interrupted by transitional phrase of Zen cymbals with or without
accompanying quarter notes on tabla drum or bass drum. These transitory sections are
located at mm. 4-8, 11-15, 20-25, 40^3, 50-51, and 85-86. Saariaho creates a new
texture, never heard before in TR.D, by using scrapping or striking the Zen cymbals to
produce a temporary suspension of time.
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Mov't II - dotted eighth-notes
3
IT)

Nl/

Transition
Mov't II - dotted eighth-notes
Transition
Mov't II - dotted eighth-notes
Transition
Mov't II - dotted eighth-notes
Mov't II - sixteenth-note quintuplets
Mov't II - "stone plate"
Transition
Tambourine
Transition
Mov't II - dotted eighth-notes
Mov't II - mm. 108-112

Mov't II - mm. 132-133 developed

Mov't II - mm. 132-133 broken down

Transition

Mov't I - mm. 1-24, quasi-retrograde

Figure 7.14: Diagram of “Movement III” from TR:D. Transitory phrases are represented
as filled in arches.
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Measures 1-3, 9-10, 16-19, 26-30 recall the dotted-eighth note theme found in
mm. 326-330 of “Movement II.” However, the dotted-eighth note theme in “Movement
III” is much more subdued in comparison to “Movement II.” These themes in
“Movement III” only once reach mezzo-piano, found in mm. 26-30, while all the
previous statements of the dotted-eighth note theme in “Movement III” are piano or
softer. The soft volume of the dotted-eighth note themes gives them a distant sound, as if
fading from the memories of the past movement. The quintuplet figures in mm. 31-36
(Figure 7.15) of “Movement 111” are similar to the quintuplet passages in mm. 170-186
(Figure 7.16) in “Movement 11,” especially when both parts are being played on tom
toms. However, a major difference relies in the fact that the quintuplets in “Movement
11” are struck by the performer’s hand, and the quintuplets in “Movement III” are played
with sticks, which creating two separate voices through the timbre difference of hands
verses sticks. The triplets found in m. 35 and mm. 37-39 (Figure 7.15) of “Movement
III” do not appear to be directly related to any figure found in either the first or second
movement. But, the use of stone plate, found on the second partial of each triplet in m.
35 and mm. 37-39 of “Movement 111,” is reminiscent of the opening statement of
“Movement II,” which incorporates the stone plate more than any other place in TR:D.
In mm. 42^9 (Figure 7.17) of “Movement III,” the tambourine continuously plays
16th-notes (except for m. 42) while slowly growing from triple-pianissimo to mezzopiano and then dying away to nothing. While the tambourine never plays straight 16'’’notes in “Movement I” or “Movement II,” the tambourine does appear in the first
movement in the top line of the electronics part during mm. 49-65 (Figure 7.18).
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Figure 7.15: 77?.Z) mm. 31-39 from “Movement III.” The top staff represents four tom
toms and stone plate, the bottom staff represents a tabla drum. Music by Kaija Saariaho
© Copyright 1994 by Chester Music Limited. All Rights Reserved. International
Copyright Secured. Reprinted by Permission.
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Figure 7.16: TR:D mm. 170-186 from “Movement II.” The staff represents four tom
toms. Music by Kaija Saariaho © Copyright 1994 by Chester Music Limited. All Rights
Reserved. International Copyright Secured. Reprinted by Permission.
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Figure 7.17: TR:D mm. 42-^9 from “Movement III.” The line represents the
tambourine. Music by Kaija Saariaho © Copyright 1994 by Chester Music Limited. All
Rights Reserved. International Copyright Secured. Reprinted by Permission.

The tambourine sounds new and interesting in “Movement 111” as it makes its
appearance in a primary role for the first time in TR:D. Additionally, the 16‘^-note
rhythms in mm. 42—49 (Figure 7.17) of “Movement 111” also sound similar to the mm.
34-37 (Figure 7.19) of the “Movement II,” where straight 16‘'’-note rhythms crescendo
from a low volume 2ind then decrescendo back to a low volume.
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Figure 7.18; TR:D mm. 49-65 from “Movement I.” The line represents the tambourine
in the electronic audio. Music by Kaija Saariaho © Copyright 1994 by Chester Music
Limited. All Rights Reserved. International Copyright Secured. Reprinted by
Permission.
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Figure 7.19: TR:D mm. 34-37 from “Movement II.” The staff represents bowl gong,
woodbloek, and bongo. Musie by Kaija Saariaho © Copyright 1994 by Chester Music
Limited. All Rights Reserved. International Copyright Secured. Reprinted by
Permission.

A repetition of the initial tom-tom motive found at the beginning of “Movement III” is
restated, starting at the end of m. 51 and goes to the beginning of m. 54 (Figure 7.20).
Next, the musical material at mm. 55-57 (Figure 7.20) of “Movement III” references
mm. 108-12 in “Movement II.” From m. 57 (Figure 7.20) in “Movement III,” Saariaho
quotes the theme at mm. 132-33 (Figure 7.23) in “Movement II,” but with the three 16'’’notes on beat two inverted, so the low tom-tom is initially heard instead of the high tom
tom. After m. 58 (Figure 7.20), the 16‘'’-note pattern on beat one is switched with beat
two, causing the inverted set of 16“’-notes to be performed on the first beat instead of the
second beat of the measure. Later, at mm. 61-64 of “Movement III” (Figure 7.20) the
sextuplet over eighth-note theme is quoted, but the first set of sextuplets are inverted so
the low tom-tom is played first reminiscent of the bars before it.
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The rhythm from mm. 132-33 (Figure 7.23) in the second movement is slowly
broken down between mm. 65-78 (Figure 7.21) in “Movement III.” On beat two of m.
71 (Figure 7.21) of “Movement III,” the second beat is missing a single tom-tom note,
absent from the original pattern. Then, at m. 73 (Figure 7.21), another tom-tom note is
fractured from the first beat. Next, all but one high tom-tom and one low tom-tom per
beat are present. Finally, the eighth-note ostinato between the metal plate and low tom
tom, starting on the second beat of m. 76 and is continued through m. 78 (Figure 7.21),
are all that remain of the initial rhythm. Measures 79-83 (Figure 7.22) of “Movement
III” are comparable to mm. 61-64 (Figure 7.20) of “Movement III,” except for the metal
plate quarter notes. If one removed all the other notes at mm. 59-83 (Figure 7.20-7.22)
in “Movement III,” except for the notes played on the metal plate, the metal plate can be
seen as a common thread throughout the section.

^

^ fVttti

Figure 7.23: TR:D mm. 132-33 from “Movement II.” The staff represents metal plate,
woodblock, and stone plate. Music by Kaija Saariaho © Copyright 1994 by Chester
Music Limited. All Rights Reserved. International Copyright Secured. Reprinted by
Permission.

The end of “Movement III,” mm. 85-105 (Figure 7.22), is a clear reference to
the opening 24 bars of “Movement I,” with the quarter notes on the triangle and
sustained finger cymbal notes. Having the first movement start the same way the final
movement ends gives the entirety of TR:D a cyclical form, which can be seen when
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comparing the first eight measures of “Movement f’ (Figure 7.24) with the last eight
measures of “Movement IH” (Figure 7.25).

Foco rubato J-S2
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Figure 7.24: TR:D mm. 1-8 from “Movement I.” Music by Kaija Saariaho © Copyright
1994 by Chester Music Limited. All Rights Reserved. International Copyright Secured.
Reprinted by Permission.
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Figure 7.25: TR:D mm. 98-105 from “Movement III.” The line represents the triangle.
Music by Kaija Saariaho © Copyright 1994 by Chester Music Limited. All Rights
Reserved. International Copyright Secured. Reprinted by Permission.

Logistical Concerns
Several issues need to be considered when performing “Movement III.” Moving
chronologically through the piece, the performer must start playing on two tom-toms
with his or her hands. Then, because of the quick shift from tom-toms to rubbing Zen
cymbals, the performer should put the non-mounted Zen cymbal on the upside-down
mounted Zen cymbal before the movement starts. After the initial section where the Zen
cymbals are rubbed together at mm. 4-7 (Figure 7.26), the performer should quickly
hang the non-mounted Zen cymbal on a stand by the rope handle so it is touching the
mounted Zen cymbal. The Zen cymbals can be struck by hand or stick for the rest of the
movement as they are lightly touching each other as seen in Figure 7.27.
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Figure 7.26: TR:D mm. 4-7 from “Movement III.” Music by Kaija Saariaho ©
Copyright 1994 by Chester Music Limited. All Rights Reserved. International Copyright
Secured. Reprinted by Permission.

Figure 7.27: Zen cymbals lightly touching together. Picture taken by Brad Meyer. Used
by permission.

In “Movement III,” the performer is asked to play the bass drum and Zen
cymbals at the same time in mm. 5-7 (Figure 7.24), 12-15 (Figure 7.28), and 20 (Figure
7.29). If a bass drum is in reach of the performer, then there is no problem, but because
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of the set-up shown in Figure 7.1, there is too much distance to play the Zen cymbals
and bass drum simultaneously.
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Figure 7.28: TR:D mm. 12-15 from “Movement III.” The bottom line represents the Zen
cymbals. Music by Kaija Saariaho © Copyright 1994 by Chester Music Limited. All
Rights Reserved. International Copyright Secured. Reprinted by Permission.

Therefore, the player can use a detuned 32” timpano as a substitute for the bass drum.
Even though a timpano will never sound exactly the same as a bass drum, the
substitution facilitates a performance of the entire movement without omitting any notes.
One could also use another bass drum on the left side of the set-up if wanted.
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Figure 7.29: TR:D m. 20 from “Movement III.” Music by Kaija Saariaho © Copyright
1994 by Chester Music Limited. All Rights Reserved. International Copyright Secured.
Reprinted by Permission.
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The written stickings on the tabla, starting at m. 23 (Figure 7.30), are unnatural
for the performer because the tabla drum is located to the right of the tom-toms. So, the
performer may play the tabla with the right hand throughout the piece. Saariaho has
stickings labeled in the tabla drum parts between mm. 29-38 (Figure 7.30).
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Figure 7.30: TR:D mm. 23-38 from “Movement III.” Music by Kaija Saariaho ©
Copyright 1994 by Chester Music Limited. All Rights Reserved. International Copyright
Secured. Reprinted by Permission.
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Since the performer needs to hold two medium-plastic mallets (Vic Firth Ml33) in his or
her left hand to play the four tom-toms (and later the stone plate at mm. 35-40), the right
hand must play all the tabla parts because playing a tabla drum with a mallet can easily
damage the tabla drum’s thin, skin head.
Measure 41 of “Movement III,” requires the performer to play the tambourine
with “hand/medium stick”, however, the use of medium stick appears to be a misprint as
compared with the original Trois Rivieres score. At m. 41 in Trois Rivieres, Player 3 (the
performer playing the tambourine part) is requested to use “hand/medium yam” mallets.
The use of medium-yam mallets (Vic Firth Ml63) is more idiomatic for the “Medium
Susp. Cymbal” hit at m. 50. So, the performer should hold a pair of medium-yam
mallets, instead of holding a pair of sticks in the left hand. The medium-yam mallets
will also be held throughout the next section, mm. 51-83 (Figure 7.20), because the a
similar misprint of “hand/medium stick” as before at m. 41 is at m. 51 of TR:D, which
should read “hand/medium yam” if compared to the Trois Rivieres score. Since Saariaho
uses three tom-toms and a metal plate between mm. 51-84, the performer should
consider using three medium-yam mallets (two in the left hand and one in the inside
position of the right hand) and one medium plastic mallet (Vic Firth M133) in the
outside position of the right hand. The use of two different types of mallets will help
create full sounds from all the instruments, while maintaining the written stickings
between mm. 51-84. Saariaho’s stickings between m. 51-84 enable the two distinct
voices to be visually and aurally separated with the right hand playing the metal plate
and lowest tom-tom in each measure and the left hand plays the highest or high and
middle tom-toms in each measure.
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The last section, starting at m. 85, should begin with the right hand holding a
triangle beater as the left hand strikes the Zen cymbals. Then, the left hand may pick up
a non-mounted finger cymbal to play the suspended finger cymbal for the final six
finger-cymbal attacks between m. 85 to the end of the movement (Figure 7.20).
This chapter gives future performers/researchers the information to contextualize
and perform TR:D. Understanding how Saariaho uses Li Po’s poem helps frame TR:D as
a entire narrative from the three individual movements. Performance problems created
from distilling the combination of parts of the original Trois Rivieres quartet into TR:D
can be solved through proper instrument selection and physical configuration,
implement selection, the creation of custom implements, and the use of alternative
stickings.

Copyright © Bradley E. Meyer 2011
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CHAPTER 8
CONCLUSION
The evolution of multi-percussion began with influential groups such as the
Italian Futurists acknowledging “noise” as a new musical resource, which was
manifested in concerts around the turn of the twentieth-century. The drum set was also
seminal in the birth of multi-percussion music as it furthered the concept of one person
performing several parts at once. Composers including Charles Ives and Igor Stravinsky
created chamber pieces in the early 1900s featuring one musician playing multiple
percussion parts simultaneously. In the late 1950s, these solo multi-percussion concepts
were synthesized in compositions such as 27’10.554 for a Percussionist by John Cage
and Zyklus Nr. 9 by Karlheinz Stockhausen. These two early works beceime the bedrock
on which solo multi-percussion has been built ever since.
Electronic/electro-acoustic music would also develop independently around the
turn of the twentieth-century. From the large instruments such as the Telharmonium that
used large dynamos, to the compact theremin, electronic instruments slowly became
more versatile as the ability to manipulate additional parameters of their sonie content
became possible and much more portable. Ultimately, electronic music as a creative
entity was forever changed by the creation of software such as Max/MSP, which gives
composers and performers immeasurable options to instantly manipulate live and pre
recorded sound.
Kaija Saariaho has spent her career as a creative voice in modem composition.
She has produced works that have brought her global recognition for her electronic,
electro-acoustic, and acoustic compositions. Six Japanese Gardens has earned her
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significant respect as a composer through numerous performances such as Steven
Schick’s “Drumming in the Dark” concert series. Trois Rivieres: Delta is a newer
composition that is sure to become a prominent piece in solo multi-percussion’s
repertoire as it receives more performances.
This document is a performance guide for a successful interpretation of Six
Japanese Gardens and Trois Rivieres: Delta. Six Japanese Gardens, inspired by
Saariaho’s visit to several different gardens throughout Tokyo, is a portrayal of six
different environmental images, combined into an iconic composition. Whereas, Trois
Rivieres: Delta, derived from the French translation of Li Po’s poem, Nuit de lune sur le
fleuve, contains three movements portraying circular poetic structures that end and begin
similarly. The information obtained through close examination and analysis of both
pieces has shed light on the selection of instrumentation, instnunental set-ups, mallet
choices, stickings, and the programmatic aspects and their influence on performance
practice.
While Saariaho herself and a few of her compositions have been studied and
published, little has been written on the bulk of her output, including Six Japanese
Gardens and Trois Rivieres: Delta. This document provides pertinent styles of analysis
for each movement of Six Japanese Gardens and Trois Rivieres: Delta, which will lead
to more informed performances by percussionists. This investigation of her two solos for
percussion and electronics has helped clarify Saariaho’s style and codify interpretation
for the serious performer, which may inspire future study of her output.

Copyright © Bradley E. Meyer 2011
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CHAPTER 9
PROGRAM NOTES
Bradley Edward Meyer entered the Doctor of Musical Arts degree program at the
University of Kentucky in August, 2008, Completion of a DMA in Percussion
Performance requires one solo recital, one chamber recital, and one lecture recital. All
three recitals’ dates, programs, and notes are given.
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Solo Recital
“Electroacoustic Music for Percussion”
Wednesday, January 21, 2009 @ 7;30pm
Singletary Center for the Arts
Recital Hall
Program:
John Luther Adams (b. 1953)
Mathematics ofResonant Bodies (2002)
- “Wail”
for solo percussion and processed sounds

Temazcal (1984)

Javier Alverez (b. 1956)
for amplified maracas and tape

Interzones {\99€)

Bruce Hamilton (b. 1966)
for vibraphone soloist and tape

The Whimsical Nature of Small Particle Physics (2007)
for solo snare drum and soundscape

Ben Wahlund (b. 1977)

Bell Plates (2002)

Scott Lindroth (b. 1958)
for percussion solo and electronic sound

Regeneration (2005)

Grab It! (2008)

Baljinder Singh Sekhon, II (b.
1980)
for lead pan in C and compact disc

Jacob Ter Veldhuis (b. 1951)
for percussion solo and boombox
World Premiere
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Notes:
The Mathematics of Resonant Bodies for solo percussion and processed sounds
(2002) - “Wail” "All noise contains pure tone. And the complex sonorities of percussion
instruments conceal choirs of inner voices. In The Mathematics of Resonant Bodies my
search is to find and reveal those voices." [JLA]
Did Alaska create John Luther Adams' (b. 1953) music or did the music create
his Alaska?
In his 16'

X

24' cabin-studio outside Fairbanks, where Adams has worked for

over two decades, the vastness of Alaska has swept through the distant reaches of his
imagination and every comer of his compositions.
In turn, the NBA and Rockefeller Foundation grantee - whose music Village Voice
critic and composer Kyle Gann describes as "beautiful, shimmering, vast, luminous,
ecstatic" - has used any means necessary to communicate the power of the elemental
forces he experiences daily.
Adams' methods have included percussion ensembles, Alaska Native voices,
orchestral residencies, sound and light installations, and elegant prose writing collected
in his book Winter Music. His music has been performed by Bang on a Can, the
California E.A.R. Unit, and Percussion Group Cincinnati, among others.
Where Strange and Sacred Noise calls from chaos, other eompositions evoke
stillness and imperceptible movement. The Light That Fills the World is
uneompromisingly gorgeous, rolling beds of tone crystallizing into atmosphere.
The site-specific The Place Where We Go To Listen creates music from data streams
measuring the rhythms of night and day, the phases and positions of the moon, the
changing sky conditions, seismic readings, and disturbances in the Earth's magnetic
field.
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In describing it as "an imaginary world that is connected directly to the real
world, the larger world," Adams could be describing all of his work. Inside, one will
discover that - just as much as Alaska - John Luther Adams' music is a real place, his
evocations as unique as the Arctic sun.
Did Alaska create the music, or does the music create Alaska? Not even John Luther
Adams knows for sure.
[Jesse Jamow]
Temazcal, for amplified maracas and tape (1984). The title of this work comes
from the Nahuatl (ancient Aztec) word literally meaning “water that bums.” The
maracas material throughout Temazcal is drawn from traditional rhythmic patterns found
in most Latin-American music, namely those from the Caribbean region, southeastern
Mexico, Cuba, Central America, and the flatlands of Colombia and Venezuela. In this
music in general, the maracas are used in a purely accompanimental manner as part of
small instrumental ensembles. The only exception is, perhaps, that of the Venezuelan
flatlands, where the role of the maracas surpasses that of mere cadence and accent
punctuation to become a soloistic instmment in its own right. It was from this instance
that I Imagined a piece where the player would have to master short patterns and
combine them with great virtuosity to construct larger and complex rhythmic structures
which could be juxtaposed, superimposed, and set against similar passages on tape, thus
creating a dense polyrhythmic web. This would eventually disintegrate clearing the way
for a traditional accompanimental style of playing in a sound world reminiscent of the
maracas’ more usual environment.
The sound sources on tape include harp, a folk guitar, and a double bass
pizzicatti for the tape’s attacks, the transformation of bamboo rods being struck together
for the rhythmic passages and rattling sounds created with the maracas themselves for
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other gestures. The tape was realized at the Electronic Music Studio at the Royal
College of Music during the last months of 1983.
The piece is dedicated to Luis Julio Toro who first performed it at the EMAS series I
London I January 1984. Since receiving an honorable mention at the 1985 Bourges
Electro-Acoustic Music Festival, Temazcal has become a part of the contemporary
percussion repertoire and is regularly performed and broadcast worldwide. [JA]
Javier Alvarez - In the words of composer John Adams, “The music of Javier
Alvarez reveals influences of popular cultures that go beyond the borders of our own
time and place.” Alvarez is one of the best-known Mexican composers of his generation
and many of the works in his prolific oeuvre combine the intricacies of music
technology with diverse instruments and influences from around the world.
Bom in Mexico City in 1956, Alvarez studied clarinet and composition with
Mario Lavista before moving to the United States in the early 80’s and subsequently to
Great Britain, where he attended the Royal College of Music and the City University in
London. His first electroacoustic works date from this time, such as Temazcal (1984). In
this classic, Alvarez unexpectedly pits a pair of maracas against a complex
electroacoustic backdrop. Mannam (1992) takes its inspiration from the other side of the
globe and the ancient Korean zither, kayagum. Winner of a 1993 Prix Ars Electronica
distiinction, Mannam blends and juxtaposes elements of Korean music with materials
and performance techniques drawn from the Mexican folk harp. Offrande (2001), a more
recent work, offers an intriguing mix of Caribbean steel pans and electronically
processed rhythmic patterns.
A number of Alvarez’s works incorporate elements from Latin American dance
genres, like the mambo. In Mambo a la Braque (1991), he creates an electroacoustic
collage of musical segments drawn from Cuban mambo composer Damaso Perez
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Prado’s ‘‘‘‘Caballo Negro” (Black Horse). On a larger scale, Alvarez’s Papalotl (1987),
for piano and electroacoustic sounds, makes reference to the wider world of dance
through its use of complex rhythmic patterns in a carefully synchronized duet between
pianist and electroacoustics. The resulting vibrant toccata won its composer the 1987
ICEM Prize in Paris as well as awards from the Bourges International Festival and
Austria’s Prix Ars Electronica. Amongst his orchestral and concert! output, Geometria
Foliada (2003), written as a concerto for the Cuarteto Latinoamericano, reminisces on
the vernacular, but assimilates its influences in an evocative self-invented imaginary
folklore.
In 1993, Alvarez became a Fellow of the Mexican Endowment for the Arts and
Culture, an award he held until 1999. He has also received a Mendelssohn Scholarship,
the Lionel Robbins Award and a Gemini Fellowship in England, where he has lived
since 1982. He has held teaching positions at the University of Hertfordshire and the
Malmo Music Academy in Sweden, having also taught composition and computer music
technology at the City University, Royal College of Music and the Guildhall School of
Music in London. He was a founder member of Sonic Arts Network and, during the
1993 Season, he was Artistic Director of the Society for the Promotion of New Music.
After 25 years living in England he returned to Mexico where he was the founding
director of the Musical Arts Department of the Escuela Superior de Artes de Yucatan.
He now lives in Merida, Yucatan, based as a freelance composer and project animateur.
Alvarez’s music has won performances from, amongst others, Lontano, the Los Angeles
Philharmonic New Music Group, Music Projects London, L’ltineraire, the Mexico City
Philharmonic, and the Chicago Symphony New Music Ensemble. He is currently
working on several composition projects that include works for the Instrumenta Festival
and for the Orchestre Nationale de France. [JA]
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Interzones for vibraphone soloist and tape was commissioned by percussionist
Timothy Adams and completed in 1996 at the Indiana University Center for Electronic
and Computer Music. Samples of guitar, saxophone, snare drum, and vibraphone were
manipulated with Sound Hack and Sound Designer sample editing software; these
sounds, along with a host of others from the Center s library, were sequenced using
Digital Performer to create the tape part.
The many distinct sections of the piece can be described as variations, but I prefer to
think of them as different scenes or musical zones. Though the piece is essentially
abstract, many sounds and gestures within these zones evoke surreal images for me.
Generally apparent is the jazz influence which is heard throughout and which seemed
appropriate given the vibraphone's rich history in the jazz tradition. [BH]
Bruce Hamilton (b. 1966) composes and performs music in a variety of genres.
He has performed as a percussionist, improviser, and electronic musician for over 20
years. His music is published by Non.Sequitur Music and can be heard on the Albany,
Capstone, Memex, Phill, SEAMUS, and Mark labels. Hamilton has received honors,
awards and commissions from ALEA III, AMC, ASCAP, PAS, Barlow Endowment,
Carbondale Community Arts, Indiana University, Jerome Foundation, National Society
of Arts and Letters, Pittsburgh New Music Ensemble, Whatcom Symphony, RussoloPratella Foundation, and SEAMUS. Recent performances have included those at the
NWEAMO Festival, Friends of Rain, Electronic Music Midwest, and the Percussive
Arts Society International Convention. The Exit 9 Percussion Group will premiere his
most recent work for percussion quartet and tape in May 2008.
Over the past four years Hamilton has performed laptop-based
electroacoustic music under various monikers at the Decibel Festival, Hempfest,
Sonarchy Radio, and various small venues around the Northwest.
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A co-organizer of the Bellingham Electronic Arts Festival, Hamilton is currently
Associate Professor of Music at Western Washington University, where he teaches
music theory, composition, and directs the electroacoustic music studio (WWEAMS).
He lives in Bellingham with composer Lesley Sommer and their son Miles. [BH]
The Whimsical Nature of Small Particle Physics for solo snare drum and
soundscape (2007). In the fall of 2006 a dear family friend gave me a tour of his
workplace - the Ferrmi National Accelerator Laboratory (Fermilab). This is home to an
atomic particle accelerator where atoms are violently slammed into each other at
indescribable speeds and a collision detection center takes “pictures” of the results.
Among the many results recorded at Fermilab are a type of subatomic particle known as
“quarks” and scientists refer to them as one of six “flavors”- top, bottom, up, down,
strange, and charm. This helps scientists at this facility, and others, to understand the
nature of matter, anti-matter, space in general, and even the most fundamental
components of time itself I was moved at this visit by how their work was so reverent in
one-way, but playful in another. With names like “strange”, charm”, and the term
“flavors,” I was reminded of the musical giants I have come to revere who also walked
this fine line between playing God and being a child.
This work is presented as a suite of the six flavors of quark, with a seventh dance
entitled “collision”. Accompanying the snare drum is a recording entirely made of
sounds I recorded in the Collision Detection Center at Fermilab, expressly for a
soundscape in this work. There are no other sounds involved, though a significant
amount of liberties have been taken to present this as a technically and intellectually
challenging experience, while at the same time visceral, playful and organic - not much
unlike the work of Fermilab’s scientists themselves.
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Musically, this work is inspired by the contributions of Masson and Delecluse,
while at the same time humbly trying to give respect to the likes of Pratt and Wilcoxon.
Please enjoy The Whimsical Nature of Small Particle Physics. [BW]
Ben Wahlund is an internationally award-winning composer, educator, and
performer of musie. With Bachelor's Degrees in Elementary and Secondary Music
Education, and a B.A. in Percussion Performance from the University of Mary in
Bismarck, North Dakota, as well as a Masters Degree in Music Theory and Composition
and a Performance Certificate in percussion from Northern Illinois University in
DeKalb, Illinois, Ben Wahlund has seen success as a teacher in public schools and
private studios since the early 1990's. His effective and engaging teaching has earned
him two Golden Apple Awards for Excellence in Education, a nomination for the
Disney Excellence in Education Award, and, most importantly, a roster of tremendously
successful students. Mr. Wahlund is a regular performer and guest lecturer at the Birch
Creek Musie Center in Egg Harbor, Wisconsin, as well as a private teacher and
adjudieator in the Naperville, Illinois area. His performance history involves suecessful
performanees in all aspects of percussion throughout the United States as well as
Europe. In addition, he holds the title of musical director to the Phantom Regiments
outreach group,r/?e Rock Valley Percussion Ensemble. Ben Wahlund is the owner of
Black Dog Music Studios, a music education and publishing company in the Naperville,
Illinois area. His early eompositions can be found exclusively published by HonevRock
Publishing

in

Everett,

Pennsylvania.

[BW]

Bell Plates (2002) for pereussion solo and electronic sound. Bell Plates is scored
for percussion solo and electronic sounds. The soloist plays brake drums, aluminum
pipes, woodblocks, bongos, tom toms, and suspended cymbals. The electronic part
consists of samples of various drums, cymbals, and gongs. These are heard at the
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beginning of the piece in their original form. Later, these instruments are processed in
Csound to resemble a variety of gongs and bells. [SL]
Scott Lindroth has been on the faculty at Duke since the fall of 1990, having
earned degrees in music composition from the Eastman School of Music (BM 1980) and
the Yale School of Music (DMA 1991). His work as a composer has centered on
instrumental and vocal media, including compositions for the Chicago Symphony
Orchestra, the New York Philharmonic, the Philadelphia Orchestra, the Netherlands
Wind Ensemble, and the Ciompi Quartet. He has also composed music for dance,
theater, and video. Recordings of my work are available on CRI, Equilibrium, and the
Centaur labels. Recent works include Nasuh for soprano and string quartet, and Bell
Plates for percussion solo and electronic sound.
Currently, he teaches undergraduate seminars in electronic music (MUS 153154S), music theory, and graduate seminars on composition-related topics. Together
with Stephen Jaffe and Anthony Kelley, they present the concert series Encounters vyith
the Music of Our Time each year, featuring music by distinguished visiting composers
in residence in performances by our faculty artists and visiting performers. [SL]
Regeneration (2005) is for lead pan in C and compact disc. In Regeneration I
was interested in composing a piece which unfolds in the same way the sound of the
steel drum slowly unfolded, emerged, and became embedded in the society of Trinidad
and Tobago. I spent five years performing traditional music from the islands of Trinidad
and Tobago with several steel drum bands in the southeastern United States. While I was
interested in the music, I was more fascinated by the instrument itself and the way in
which it came into existence. After countless hours of hammering and beating a fortyfive gallon oil drum, bright and resonant tones begin to emerge from the noise. This is
not unlike the harmony that began to emerge in Trinidad after World War II.

I2I

Regeneration becomes more resonant and clear as the piece moves forward. All of the
rhythms in this piece are based off of the traditional "brake patterns" found in the steel
band music of Trinidad; Other than using those traditional rhythms this piece only
alludes briefly to the traditional style and character of the music of Trinidad. [BS]
Baljinder Singh Sekhon, II (b. 1980) began his musical studies in percussion
when he was seven years old and started composing when he was thirteen. A versatile
composer whose award winning music ranges from works for full orchestra to gamelan
ensemble to concert band, Baljinder Sekhon has received significant praise wherever his
works have been performed.
Winner of the 2006 Morton Gould Young Composer Award from ASCAP and the 2007
Howard Hanson Orchestral Prize from the Eastman School of Music, Sekhon is also the
laureate of the 2007 Barbara B. Smith Composition Commission for best new work for
Gamelan, the 2008 Belle Gitelman Award, and received honorable mention for the 2006
Frederick Fennell Prize for best new work for Concert Band from ASCAP and the
College Band Directors National Association.
Recent and upcoming performances of commissioned works include the
premiere of Gradient for Saxophone and Piano at the 2008 North American Saxophone
Alliance’s Biennial Convention and the premiere of Pitch-Dark Path for Horn and
String Quintet at the New World Symphony’s Musicians’ Forum chamber music series
in April 2008. Musica Nova, recently commissioned Sekhon under the direction of Brad
Lubman, to compose a new work to celebrate the 100th birthday of Elliott Carter.
Winner of the 2008 Boehmler Foundation Commissioning Prize, Baljinder Sekhon will
compose a new work for Wind Quintet and Concert Band for performance in 2009. Also
for 2008/2009, Sekhon will compose a new work for Oboe and Four Percussionists to be
premiered at Arizona State University, pianist Zuzanna A. Szewczyk will premier a new
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solo piano work, and the Eastman School of Music’s Composers’ Sinfonietta will
perform a work for large chamber ensemble.
Baljinder Sekhon has been awarded a fellowship to attend the 2008 Composers
Conference at Wellesley College, where his new work Little Bel for Sinfonietta will
receive its premiere. Sekhon was also a fellow at the 2006 Bang on a Can Summer
Music Festival and Institute.
Currently a PhD candidate in composition at the Eastman School of Music,
Baljinder Sekhon has recently performed at the Festival Spaziomusica in Cagliari, Italy
as a member of the Eastman Broadband Ensemble. He also performs regularly with the
Ossia New Music Ensemble of which he currently serves as President. At Eastman, he
has taught Introduction to Computer Music, Advanced Computer Music, and he will
begin teaching Composition for Non-Majors in the Fall of 2009. [BS]
GRAB IT! for tenor saxophone and boombox was composed November 1999 for
Amo Bamkamp. After a performance by Amo at the World Saxophone Congress in
Montreal, July 2000. GRAB IT! soon became extremely popular, now regularly played
and recorded around the globe. Other versions came into being: I added an ad lib. Bass&
drum part, made versions for bass clarinet, electric violin, for percussion and also an
arrangement for electric guitar with Kevin Gallagher. In 2003 Willem Breuker asked me
to write GRAB IT! XXL, for big band+ string orchestra performed by the Metropole
Orchestra starring Hans Dulfer at the Dutch Music Days of December 2003. In 2006
Kevin Gallagher and his band Electric Kompany recorded this newest version of GRAB
IT!
Growing up in the sixties with blues, jazz and rock, American music had a strong
impact on my work. In GRAB IT! I tried to explore the ‘no-man’s-land’ between
language and music. 1 believe that language is one of the origins of music. So in my
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opinion, the roots of a lot of Afro-American music can be found in the spoken word. The
musical quality of speech increases by the power of emotion, which is one of the reasons
I use audio from people in extremely emotional situations. GRAB IT! is based on voice
samples from life-sentenced prisoners. Their world, on the fringe of society, with its
heartbreaking verbal assaults moved and inspired me. The rough vitality of these
shouting men formed a perfect unity with the harsh and powerful sound of the tenor
saxophone. GRAB IT! is a kind of duet, a ‘dual’ if you like, for tenor and soundtrack.
The tenor compete in unison with a perpetual range of syllables, words and sentences,
which demands intense endurance from the performer. The meaning of the lyrics
becomes gradually clear during the piece, as well as the hopeless situation for the
prisoners. In jail suicide is not uncommon: “He tied one end around the pipe, and hue
hung himself So he went out the back door rapped up in a green sheet with a tag on his
toe....You lose everything!” Death row is a metaphor for life. Yet the piece is not just
sad, but can also be understood as a ‘memento vivere’. Life is worth living; Grab it! [JV]
Dutch avant pop composer JacobTV (aka Jacob Ter Veldhuis, 1951) started as a
rock musician and studied composition and electronic music at the Groningen
Conservatoire, where he was awarded the Dutch Composition Prize in 1980. During the
eighties he made a name for himself with melodious compositions, straight from the
heart and with great effect.
Jacob TV is preoccupied with American media and world events and draws raw
material from those sources. His work possesses an explosive strength and raw energy
combined with extraordinarily intricate architectural design. In his so called boombox
works, he makes superb use of electronics, incorporating sound bytes from political
speeches, commercials, interviews, talk shows, TVangelists, and what have you - 'urban
songs' with a colorful mix of high and low culture.
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Long queues at the box office for the four-day Jacob TV Festival in Rotterdam in
2001 already attested to the growing popularity of this composer, both in the
Netherlands and abroad. His works were recently performed by such orchestras as The
Royal Concertgebouw Orchestra, the Rotterdam Philharmonic Orchestra, the Russian
State Academy Orchestra and the Dusseldorf Symfoniker, by ensembles like the
Nederlands Kamerkoor, Aurelia Saxophone Quartet, Prism Quartet, New Century
Quartet, Ruysdael Quartet, Electric Kompany and by soloists such as Branford Marsalis,
James Galway, Amo Bomkamp, Claude Delangle, Margaret Lancaster, Andrew Russo,
Kathy Supove, Kevin Gallagher and Evelyn Glennie. His boombox works, based on
speech melody, became world famous. Several choreographers worked with his music,
like Hans van Manen, Nanine Linning, Dominique Dumais, Annabelle Lopez Ochoa and
many others.
Early in his career, JacobTV strived to liberate new music from its isolation by
employing a direct - at times provocative - idiom that spurns 'the dissonant', which in
TV's view reflects a completely devalued means of musical expression. Standing up to
what he called the 'washed-out avant garde', made him a controversial figure in certain
circles. 7pepper my music with sugar, ' he says. His 'coming-out' as a composer of ultratonal, mellifluous music reached its climax with the video oratorio Paradiso, premiered
one day after 9-11 and released on DVD, CD, and SACD by CHANDOS. At the
Holland Festival 2005, the premiere of ...NOW... for stereophonic orchestra - with live
triggered videos by Jaap Drupsteen -performed by the Royal Concertgebouw Orchestra
received standing ovations.
With hundreds of performances and broadcasts worldwide each year, JacobTV is
one of the most performed European composers. Several portrait concerts took place of
his work, like in Brussels, Cologne, Amsterdam. May 2007 a three day JacobTV
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Festival took place at the Whitney Museum of American Art in New York. At the same
time a box set trilogy was released containing 12 hours of audio and video on
bastamusic.com. [JV]
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Chamber Recital
Wednseday, May 6, 2009 @ 7:30pm
Singletary Center for the Arts
Recital Hall
Program:

Once Removed (2008)

John Fitz Rogers (b. 1963)
Danny Hawkins - Marimba

Goldrush Concerto (1995)

Jacob Ter Veldhuis (b. 1951)
Ben Stiers - Marimba

4’55 ”(1952)

John Cage (b. 1912-92)
Tim Wilburn

Double Exposition (1995)

Fritz Hauser (b. 1953)
Ben Stiers - Percussion
Aaron Graham - Percussion
Tim Wilburn - Percussion
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Notes:
Once Removed is based on a simple premise: two marimbists play the same or
related music at a fairly fast tempo, but they almost never play together. Individually,
each performer must execute fairly simple patterns with great rhythmic precision, and to
help, each listens to a click track (electronic pulses not heard by the audience) over
headphones supplied by an audio CD. However, what is recorded on the CD are two
different click tracks on the separate left and right stereo channels (one performer listens
to the left channel, the other to the right channel). Though both click tracks proceed at
the same tempo, one track stays at a fixed distance behind the other, which means that
one performer is always slightly “behind” the other performer. When their individually
simple patterns are combined in performance, the resulting mosaic is both very fast and
quite complex—something that sounds like one “super marimba” rather than two
individual lines.
Of course, the conceptual challenge for the performers is difficult, even though
the patterns themselves are not overly virtuosic. Musicians are trained to communicate
and to play together, yet in some ways this work demands that the performers not listen
to each other. Though the technology of multiple click tracks creates new possibilities of
texture and ensemble precision, the trade-off in "Once Removed" is that each player
remains somewhat isolated from the instrument he or she plays, and more importantly,
musically separated from the other performer, like two people trying to reach one
another from opposite sides of a thin glass pane. [JR]
Composer John Fitz Rogers's music has been performed around the world by
leading ensembles, festivals, and venues such as Carnegie Hall, Bang on a Can
Marathon, National Cathedral, the Los Angeles County Museum of Art, the Albany,
Louisville, Charleston, and Tulsa Symphony Orchestras, the New York Youth
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Symphony, Eastman Wind Ensemble, the MATA, Rockport, Bumbershoot, Bowling
Green, and Keys To The Future festivals, the World Saxophone Congress, and by
individuals and chamber ensembles such as Antares, New Century Saxophone Quartet,
Lionheart, Composers, Inc., Opus Two, Meehan/Perkins Duo, Bent Frequency, and the
Ambassador Duo.
Rogers has received many commissions, fellowships, and awards, including
those from ASCAP, the American Composers Forum, American Music Center, Music at
the Anthology and the Mary Flagler Cary Trust, National Flute Association, MacDowell
Colony, South Carolina Arts Commission, and the Massachusetts Cultural Council, as
well as the Heckscher Foundation International Composition Prize for his orchestral
work Symphony of Cities.
A dedicated and articulate advocate on behalf of contemporary music, Rogers
founded and is Artistic Director of the Southern Exposure New Music Series, which
received the 2007 Chamber Music America / ASCAP Award for Adventurous
Programming. He holds formal degrees in music from Cornell University, the Yale
School of Music, and Oberlin College, and is currently an Associate Professor of
Composition at the University of South Carolina School of Music.
Goldrush is not the first piece I have written for percussion. Both my
symphonies and some of my chamber works contain a lot of percussion, and I have
written some pieces for percussion ensemble. Percussion excites me. I grew up in the
sixties and my roots are in rock culture. I played in bands, found out how to improvise,
and went to the Conservatory to study composition. For me, rhythm is the heartbeat of
the music and I think you can hear that in my work.
Composing for me always begins with ideas and sketches on which I improvise
in my studio, using computers, samplers, and so on. Musical inspiration comes suddenly
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and evaporates immediately and modem technology helps me to hold onto it and
crystallize it into a composition.
Goldrush was written at the request of the Safri Duo and it involves the whole
family of percussion instmments. Although music is an abstract art form, it can tell
stories, too. Goldrush is an adventure; while listening to it you can imagine people
exploring new land in search of gold, which led to so many catastrophes in the history of
man. At the end of the piece, when you are least expecting it, and after a lot of
struggling, they find pure, shining gold, represented by instruments such as crotales,
chimes, and the glockenspiel. [JV]
Dutch avant pop composer JacobTV (aka Jacob Ter Veldhuis, b. 1951) started
as a rock musician and studied composition and electronic music at the Groningen
Conservatoire, where he was awarded the Dutch Composition Prize in 1980. During the
eighties he made a name for himself with melodious compositions, straight from the
heart and with great effect.
Jacob TV is preoccupied with American media and world events and draws raw material
from those sources. His work possesses an explosive strength and raw energy combined
with extraordinarily intricate architectural design. In his so called boombox works, he
makes superb use of electronics, incorporating sound bytes from political speeches,
commercials, interviews, talk shows, TVangelists, and what have you - ‘urban songs’
with a colorful mix of high and low culture.
Long queues at the box office for the four-day Jacob TV Festival in Rotterdam in
2001 already attested to the growing popularity of this composer, both in the
Netherlands and abroad. His works were recently performed by such orchestras as The
Royal Concertgebouw Orchestra, the Rotterdam Philharmonic Orchestra, the Russian
State Academy Orchestra and the Diisseldorf Symfoniker, by ensembles like the
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Nederlands Kamerkoor, Aurelia Saxophone Quartet, Prism Quartet, New Century
Quartet, Ruysdael Quartet, Electric Kompany and by soloists such as Branford Marsalis,
James Galway, Amo Bomkamp, Claude Delangle, Margaret Lancaster, Andrew Russo,
Kathy Supove, Kevin Gallagher and Evelyn Glennie. His boombox works, based on
speech melody, became world famous. Several choreographers worked with his music,
like Hans van Mainen, Nanine Linning, Dominique Dumais, Annabelle Lopez Ochoa and
many others.
Early in his career, JacobTV strived to liberate new music from its isolation by
employing a direct - at times provocative - idiom that spurns ‘the dissonant’, which in
TV’s view reflects a completely devalued means of musical expression. Standing up to
what he called the “washed-out avant garde”, made him a controversial figure in certain
circles. “I pepper my music with sugar, ” he says. His “coming-out” as a composer of
ultra-tonal, mellifluous music reached its climax with the video oratorio Paradiso,
premiered one day after 9-11 and released on DVD, CD, and SACD by CHANDOS. At
the Holland Festival 2005, the premiere of ...NOW... for stereophonic orchestra - with
live triggered videos by Jaap Drupsteen -performed by the Royal Concertgebouw
Orchestra received standing ovations.
With hundreds of performances and broadcasts worldwide each year, JacobTV is
one of the most performed European composers. Several portrait concerts took place of
his work, like in Brussels, Cologne, Amsterdam. On May 2007, a three day JacobTV
Festival took place at the Whitney Museum of American Art in New York. At the same
time a box set trilogy was released containing 12 hours of audio and video on
bastamusic.com. [JV]
Note: the title of this work is the total length in minutes and second of its
performance. At Woodstock, N.Y., August 29, 1952, the title was 4’ 33” and the three
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parts were 33”, 2’ 40”, and 1’ 20.” It was performed by David Tudor, pianist, who
indicated the beginnings of parts by closing, the endings by opening, the keyboard lid.
After the Woodstock performance, a copy in proportional notation was made by Irwin
Kremen. In it the time lengths of the movements were 30”, 2’ 23”, and 1 ’ 40.” However,
the work may be performed by any instrumentalist(s) and the movements may last any
lengths of time. [JC]
He [John Cage] left Pomona College early to travel in Europe (1930-31), then
studied with Cowell in New York (1933—4) and Schonberg in Los Angeles (1934): his
first published compositions, in a rigorous atonal system of his own, date from this
period. In 1937 he moved to Seattle to work as a dance accompanist, and there in 1938
he founded a percussion orchestra; his music now concerned with filling units of time
with ostinatos {First Construction (in Metal), 1939). He also began to use electronic
devices (variable-speed turntables in Imaginary Landscape no.l, 1939) and invented the
'prepared piano', placing diverse objects between the strings of a grand piano in order to
create an effective percussion orchestra under the control of two hands. He moved to
San Francisco in 1939, to Chicago in 1941 and back to New York in 1942, all the time
writing music for dance companies (notably for Merce Cunningham), nearly always for
prepared piano or percussion ensemble. There were also major concert works for the
new instrument: A Book of Music (1944) and Three Dances (1945) for two prepared
pianos, and the Sonatas and Interludes (1948) for one.
During this period Cage became interested in Eastern philosophies, especially in
Zen, from which he gained a treasuring of non-intention. Working to remove creative
choice from composition, he used coin tosses to determine events {Music of Changes for
piano, 1951), wrote for 12 radios {Imaginary Landscape no. 4, also 1951) and introduced
other indeterminate techniques. His 4'33" (1952) has no sound added to that of the
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environment in which it is performed; the Concert for Piano and Orchestra (1958) is an
encyclopedia of indeterminate notations. Yet other works show his growing interest in
the theatre of musical performance {Water Music, 1952, for pianist with a variety of
non-standard equipment) and in electronics {Imaginary Landscape no. 5 for randomly
mixed recordings, 1952; Cartridge Music for small sounds amplified in live
performance, 1960), culminating in various large-scale events staged as jamborees of
haphazardness {HPSCHD for harpsichords, tapes etc, 1969). The later output is various,
including indeterminate works, others fiilly notated within a very limited range of
material, and pieces for natural resources (plants, shells). Cage also appeared widely in
Europe and the USA as a lecturer and performer, having an enormous influence on
younger musicians and autists; he wrote several books. [The Grove Concise Dictionary
of

Music]
Double Exposition (French expression for double exposure) is a piece with a

strong ritualistic spirit. The never changing meter, the slow tempo, and long duration of
the piece make it not easy to maintain an ongoing intensity. It may help to think of the
piece as a sequence of moments: Every sound, every sonndchord marks a new
beginning. Consider Double Exposition to be a piece for one player with 8 arms.
You may ask, when double exposition means double exposure, where is the
original photo?
The original piece was called Maeander, and was composed as a sound
installation for the photography of Hans Danuser (Swiss photographer) for an exhibition
at the Kunsthaus Zurich. The photo is titled “Frozen Embryo,” and shows a fetus in a
block of ice. However, the energy that seems to radiate from the little dead body creates
a feeling of timeless flow, of an expanding universe.
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I tried to create a piece that basically slows down without loosing its energy. A
somewhat audacious enterprise in a capitalistic world where only faster, louder, more
seems to be the right choice.
Maeander was written and recorded for cymbals only, using multi-track
recording as well as some specific recording techniques emphasizing the low end of the
cymbals and a variety of sticks and mallets.
When I got the commission to write a piece for the CIP Centre International de
Percussion in Geneva, the piece was still lingering in my system and I decided to create
a version that could be played live.
An important element that came into play was sound and decay, dampening and
ringing, long and short sustain. The playing techniques and choice of sticks and mallets
become much more important to emphasize the different layers of the composition. I
also added some sound colors to the eymbals such as Bass Drums, Tam tarns and Wood
blocks.
I kept the rhythmic structure of the piece and from that originates the, sometimes
tricky, arrangements regarding stick handling. But everything is possible to play and the
difficulty of the piece lies more in the sound produetion, in the dynamics, in the
communication between the musicians, and the overall breath and musicality than in
technical playing.
And here is what the eompositional form indicates: the piece eould have started
earlier and it could go on longer, what we hear is only a part of the expansion. [FH]
Fritz Hauser develops solo programs for drums and percussion which he
performs worldwide [and] cross-media works with dancer/choreographer Anna Huber,
with architect Boa Baumann as well as with director Barbara Frey. Compositions for
percussion ensembles and soloists, sound installations (a.o. Therme Vais), radio plays.
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music for films and readings. In the field of improvised music he has worked together
with numerous musicians: Urs Leimgruber, Joelle Leandre, Marilyn Crispell, Christy
Doran, Pauline Oliveros, Lauren Newton, Patrick Demenga a.o. Since the Stockholm
International Percussion Event 1998 he has been collaborating with different percussion
groups and soloists around the world: Kroumata, Synergy Percussion, Nexus, Speak
Percussion, Keiko Abe, Steven Schick, Bob Becker, Michael Askill a.o. [FH]
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Lecture Recital
‘An Analysis of Kaija Saariaho’s Six Japanese Gardens'
Tuesday, October 26, 2010 @ 7:30pm
Singletary Center for the Arts
Recital Hall
Program:
I. Brief Biography of Kaija Saariaho

II. Background of Six Japanese Gardens

III. Deciphering Complex Polyrhythms
• Fractured Polyrhythms

IV. Visual Representation Analysis

V. Analysis of Six Japanese Gardens
• Movement I - “Tenju-an Garden of Nanzen-ji Temple”
• Movement II - “Many Pleasures (Garden of the Kinkaku-ji)’
• Movement III - “Dry Mountain Stream”
• Movement IV - “Rock Garden of Ryoan-ji”
• Movement V - “Moss Garden of the Saiho-ji”
• Movement VI - “Stone Bridges”
• Multi-movement Compositional Techniques

VI. Conclusion
VII. Performance of Six Japanese Gardens
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APPENDIX A

Compilation of electro-acoustic percussion solos
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Tables 9.1-9.5 offers a complete list of compositions involving percussion and
electronics by instrumentation, and these tables are meant to be as thorough as possible.
However, there are many composers who publish works independently or through small
publishing companies, which may have not been included for the mere fact that they are
not easy to obtain and/or are obscure. For this reason. Tables 9.1-9.5 are solo electro
acoustic percussion compositions (for one or more instruments), but do not include:
etude books with electronic accompaniment/music for practice purposes, transcriptions
of solos with CD/tape “back-up bands,” solos that only use amplification without any
processing or audio effects, or works containing percussion and video elements.*

KEYBOARD AND AUDIO ELECTRONICS
Composer
Almada, Daniel
Argersinger,
Charles
Bissell, Paul
Bissell, Paul
Cahn, William,
L.
Campion,
Edmond
Chamberlain,
Donald
Chen, Chin-Chin

Title
“Linde”
“Celestial Dances”
“The Alabados
Song”
“Hangar 84”

Publisher
Editions Fran9ois
Dhalmann
Music for Percussion
Inc.
Go Fish Music
Go Fish Music

“The Recital Piece”

Honey Rock

“Losing Touch”

Theodor Presser

“Pixelation”

Jomar Press
Media Press

Hackbarth, Ben

“Points of
Departure”
“Open End”

Hamilton, Bruce

“Interzones”

Non Sequiter Music

independently
distributed

Instrumentation
Vibraphone w/ CD
accomp.
Marimba w/ CD
accomp.
Marimba w/ CD
accomp.
Marimba w/ CD
accomp.
Xylophone w/ tape
accomp.
Vibraphone w/ CD
accomp.
Marimba w/ CD
accomp.
Vibraphone w/ CD
accomp.
Vibraphone, Pd, and
eight speakers (or
14.2 surround sound)
Vibraphone w/ CD

Compiled with the help of the Percussive Arts Society’s Music Technology Committee.
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Hanning, Chris

“Mirror Image”

Honey Rock

Hatzis, Christos

“Fertility Rites”

Promethean Editions

Hatzis, Christos

“In Fire of Conflict”

Promethean Editions

Hatzis, Christos

Promethean Editions

Komicki, Steve

“In the Fire of
Conflict”
“Synchronous
Momentum”
“Xylo Motion”

Media Press

Mahin, Bruce P.

“Of Mice and Men”

Pioneer Percussion

Matamoros,
Gustavo
McCarthy,
Daniel
McCarthy,
Daniel
Mizelle, Dary
John

“Truly Yours”

Honey Rock

“Rimbasly”

C. Alan

“Warhammer”

C. Alan

“Polytempus II”

Mizelle Music

Moto, Osada

“Take the Six”

Oliveira, Joao
Pedro
Psathas, John

“Liquid Bars”

independently
distributed
Keyboard Percussion

“Ukiyo”

Promethean Editions

Rush, Stephen

“Nature’s Course”

C. Alan

Si gal, Rodrigo

“Rimbarimba”

Smith, Peter

“Mare - a’ 440””

Wahlund, Ben

“Crystal Butterfly”

independently
distributed
independently
distributed
Honey Rock

Wesley-Smith,
Martin
Wesley-Smith,
Martin
Wright, Maurice

“For Marimba and
Tape”
“White Knight”

Komicki, Steve

“Marimba Music”

Media Press

Australian Music
Centre
Australian Music
Centre
Honey Rock
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accomp.
Vibraphone w/ CD
accomp.
Marimba w/ CD
accomp.
Marimba, Crotales,
and CD accomp.
Marimba and crotales
w/ CD accomp.
Vibraphone w/ CD
accomp.
Xylophone and CD
accomp.
Vibraphone and
Interactive Computer
Xylophone and CD
accomp.
Marimba w/ CD
accomp.
Marimba w/ CD
accomp.
Marimba w/
computer generated
tape
Marimba w/
electronics
Marimba w/ CD
accomp.
Marimba,
Vibraphone, and 2
CD players
Marimba w/ CD
accomp.
Marimba w/ electro
acoustic sounds
Marimba w/ live
electronics
Marimba w/ CD
accomp.
Marimba w/ CD
accomp.
Marimba w/ CD
accomp.
Marimba w/ CD
accomp.

MULTI-PERCUSSION AND AUDIO ELECTRONICS
Composer
Adams, John
Luther
Cage, John

Title
“Mathematics of
Resonant Bodies”
“27’ 10.554 for a
percussionist”

Publisher
Taiga Press

Campbell, James

“Garage Drummer”

Honey Roek

Choi, Dajeong

Honey Rock

Corbin, Dwayne

“Mons Montis: A
Great Rock”
“Cage for One”

Edition Peters

Dillon, James

“La Coupure”

Edition Peters

Dresher, Paul

“Schick Machine”

Duckworth,
William
Fink, Siegfried

“Gambit”

independently
distributed
Media Press

Gaburo, Kenneth
Hackbarth, Ben
Hamilton, Bruce
Hamilton, Bruce

“Conversation fur
Percussion”
“Antiphony VIII:
(Revolution)”
“Months to Come”
“EDGE (Corrugated
Box)”
“Portals”

Edition Peters

Zimmermann
Frankfurt
Lingua Press/Frog
Peak Music
independently
distributed
Nonsequitur Music
Nonsequitur Music

Instrumentation
Multi-percussion w/
CD accomp.
Multi-percussion w/
optional electronic
elements
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
live electronics
Multi-percussion w/
live electronics
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
electronic tape
Percussion and
electronics
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.

Hasenpflug,
Thom
Kraft, William

“South of Jupiter”

Go Fish Music

“Soliloquy”

Lindroth, Scott

“Bell Plates”

Martino, Donald

Mazurek, Ron

“Augenmusik: A
Mixed
Mediocritique”
“Breath”

Theodore Presser
Company
independently
distributed
Dantalian

Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
tape accomp.

Mazurek, Ron

“In Search Of...”

Calabrese Brothers
Music
Calabrese Brothers
Music

Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
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McClure, Robert

Tapspace

Multi-percussion and
voice w/ CD accomp.

Obst, Michael

“Integrated
Elements No. 2: Not
a Haiku”
“Poemes”

Breitkopf und Hartel

Pereira, Joseph

“In Other Words”

Bachovich Music

Piche, Jean

“Steal the Thunder”

Pritsker, Gene

“Destined to Shed”

Psathas, John

“One Study One
Summary”
“Space Model”

independently
distributed
Calabrese Brothers
Music
Promethean Editions

Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
CD accomp.
Multi-percussion w/
performer generated
tape accomp.
Multi-percussion w/
tape accomp.
Multi-percussion w/
real-time computer
spatialization
Multi-percussion w/
CD accomp.
Multi-percussion w/
tape accomp.
Multi-percussion w/
Max/MSP patch
Multi-percussion,
Max/MSP patch, and
voice
Multi-percussion w/
electronics
Multi-percussion w^/
CD accomp.
Multi-percussion w/
tape accomp.
Drum set w/ CD
accomp.
Marimba w/ CD
accomp.
Amplified Marimba,
3 toms, and digital
delay
Multi-percussiion w/
CD accomp.
Multi-percussion w/

Ptaszynska,
Marta
Ptaszynska,
Marta
Reynolds, Roger

“Stress”

Rolnick, Neil

“Ever-Livin’
Rhythm”
“General Purpose”

Rudi, Joran
Saariaho, Kaija
Saariaho, Kaija

“Watershed IV”

“Six Japanese
Gardens”
“Trois Rivieres:
Delta”

Theodore Presser

Morris Lang
Percussion
Edition Peters

E.C. Shirmer
independently
distributed
Chester Music
Chester Music

Supko,John

“This River”

Velduis, Jacob
Ter
Volans, Kevin

“Grab It!”
“5:4”

Independently
distributed
independently
distributed
Chester Music

Wahlund, Ben

“Fahrenheit 451”

Honey Rock

Welch, Chapman “Residual Images”
Westlake, Nigel

“Fabian Theory”

Wright, Maurice

“Set-Up Music”

Wuolle, Matt

“Collage”

independently
distributed
Australian Music
Centre
independently
distributed
independently
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Yuponce,
Wendell
J./Houghton,
Steve
Zivkovic,
Nebojsa

“Oceanus”

“CTPAX : STRAH”

distributed
Studio 4 Productions

CD accomp.
Multi-percussion w/
CD accomp.

Edition Musica
Europea

Multi-percussion w/
CD accomp.

SNARE DRUM AND AUDIO ELECTRONICS
Composer
Constable,
Robert C.
Constable,
Robert C.
Wahlund, Ben

Title
“Dies Irae No. 9”

Publisher
C. Alan

“Rodeo”

Honey Rock

“The Whimsical
Nature of Small
Particle Physics”

Honey Rock

Instrumentation
Snare drum w/ CD
accomp.
Snare drum w/ CD
accomp.
Snare drum w/ CD
accomp.

TIMPANI AND AUDIO ELECTRONICS
Composer
Beck, John H.
Guinivan, Eric

Title
Publisher
“Interactions for
Kendor Music
Timpani and Sound”
“Distance”
Honey Rock

Hamilton, Tom

“Parallel Passages”

Bachovich Music

McCarthy,

“The 9’s”

C. Alan

“The Final
Precipice”
“Animism”

Cascadia

Daniel
Peyton, Jeffery
Ridley, Steve

C. Alan

Instrumentation
Timpani w/ CD
accomp.
Timpani w/ CD
accomp.
Timpani w/ CD
accomp.
Timpani w/ CD
accomp.
Timpani w/ CD
accomp.
Timpani w/ CD
accomp.

UNCOMMON INSTRUMENTATION AND AUDIO ELECTRONICS
Composer
Alvarez, Javier

Title
“Temazcal”

Publisher
independently
distributed
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Instrumentation
Maracas w/ CD
accomp.

Alvarez, Javier

“Shekere”

Burtner,
Matthew
Burtner,
Matthew

“Broken Drum”
“That which is
bodiless is reflected
in bodies”

independently
distributed
independently
distributed
independently
distributed

independently
distributed
independently
distributed
Bachovich

Shekere and live
electronics
Brake drum w/ CD
accomp.
Tibetan bowl,
computer system,
and eight channel
stereo system
3 Congas w/ CD
accomp.
Mbira w/ electronic
processing
Triangles w/
electronic processing
Gyil w/ CD accomp.

independently
distributed

Lead pan w/ CD
accomp.

independently
distributed
independently
distributed
Faber
Music/independentl y
distributed

Bodhran w/ CD
accomp.
Lead pan w/ CD
accomp.
Tabla w/ CD
accomp.

Damm, Robert

“Ritmos de Congas” Honey Rock

Davis, Nathan

“Simple Songs of
Birth and Return”
“Driving Bell”

Davis, Nathan
McClure, Robert

“Integrated
Elements No. 3:
Divided by Five”
McClure, Robert “Passacaglia on a
theme by Mark
Rothko”
Munson, Jordan “Those That I Fight
I Do Not Hate”
Oehlers, Paul
“Residual Impact”
Paquet, Bruno

“Les arbres
celestes”

Prokofiev,
Gabriel

“Fanta” from
Import/Export

Robinson, N.
Scott

“Handful”

Honey Rock

Robinson, N.

“Shaken, Not

Honey Rock

Riq w/ CD accomp.

Scott
Robinson, N.
Scott
Sekhon,
Baljinder

Stirred”
“11 Mano”

Honey Rock

“Regeneration”

Glass Tree Press

Smith, J.B.

“Conga Mix”

C. Alan

Swendsen, Peter
V.

“Nothing that is not
there and the
nothing that is”
“Deus ex Machina”

independently
distributed

Tamburello w/ CD
accomp.
Lead steel pan (Low
C) w/ CD
accompaniment
Conga w/ CD
accomp.
Bass drum w/ live
electronics or CD
accomp.
Tam tarn and tape
delay

Tenney, James

Smith
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Glass Fanta bottles
w/ electronic
processing
Bendir, maraca, and
w/ CD accomp.

Tonkin,
Christopher
Tonkin,
Christopher
Wahlund, Ben

“Vocalise”
“In”
“An Animated
Description of Mr.
Maps”

Austrian Music
Centre
Austrian Music
Centre
independently
distributed
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Djembe w/ live
electronics
Bass drum w/ live
electronics
Cajon w/ CD
accomp.
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The following presents a list of Saariaho’s works in order of genre.

2

A CAPPELLA VOCAL MUSIC
(sorted alphabetically)
Title
From the Grammar of
Dreams
From the Grammar of
Dreams
Horloge, tais-toi!
Kesapaiva
Lonh

1988

Information
2nd version for soprano and electronics, 10
minutes
for soprano and mezzo soprano, 10 minutes

2007
2006
1995-1996

for children's choir
for children's choir
for female voice and electronics, 18 minutes

Lumen Valosta
Nej och inte
Nuits, Adieux

2003
1979
1991

Nuits, Adieux

1996

Piipaa

1987

Study for Life
Suomenkielinen
sekakuorokappale
Tag des Jahrs

1980
1979

for vocal ensemble
for female choir a cappella, 5 minutes
1 St version for four voices and electronics,
10 minutes
2nd version, for vocal quartet and mixed
chorus, 10 minutes
music for a multimedia show, for soprano,
tenor, tape and electroacoustic device
for female voice and tape, 18 minutes
for soprano, baritone and chorus, 9 minutes

2001

Tag des Jahrs

2006

Year
2002

1 St version, for mixed choir and electronics,
15 minutes
2nd version for six voices and electronics

VOCAL AND INSTRUMENT(S)
(sorted alphabetically)
Title
...sah den Vdgeln
Adjo

Year
1981
19821985

Information
for soprano and small ensemble, 17 minutes
for soprano, flute and guitar, 10 minutes

^ IRCAM - Cener Pompidou’s Base de Documentation sur la Musique Contemporaine
(BRAHMS), “Kaija Saariaho: CEuvres,” (Ircam-Centre Pompidou, 2008)
http://brahms.ircam.fr/composers/composer/2816/#works (accessed December 10, 2010).
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Adriana Mater

opera in two acts, seven scenes, 2 hours and
10 minutes
from the opera ‘Adriana Mater’ for mezzo
soprano and orchestra, 29 minutes
for soprano, flute and harp, 3 minutes
cycle of four songs, 10 minutes
1 St version, for baritone and ensemble, 3
minutes
2nd version for bass, alto flute, harpsichord
and cello, 3 minutes
for soprano and violin, 3 minutes
Five Songs for soprano, eight female voices
and orchestra, 20 minutes
for soprano, baritone and orchestra, 30
minutes
Extract from the stage performance ‘unien
kieliopista’ third version, for soprano, flute,
harp, cello, 4 minutes
1 St version, for soprano, flute, violin, cello
and guitar, 4 minutes
2nd version for soprano, flute, cello, piano, 4
minutes
for soprano and piano, 4 minutes
for soprano, baritone and quintet
for two voices and ensemble, 11 minutes
for soprano and piano, 2 minutes
for soprano and piano, 3 minutes
for female voice and cello, 8 minutes
for soprano and organ, 6 minutes
opera in five acts

Adriana Songs

20042005
2006

Ariel’s Hail
Bruden
Caliban’s Dream

2000
1977
1992

Caliban’s Dream

1995

Changing light
Chateau de I’ame

2002
1995

Cinq reflets de I’amour de
loin
Die Aussicht

2001

Die Aussicht

1996

Die Aussicht

1998

Du gick, flog
Ferdinand’s Comfort
Grammaire des reves
11 pleut
Iltarukous
Jing
Kolme preludia
L’amour de loin

Message pour Gerard
Mirages
Miranda’s Lament

1982
2004
1988
1986
2000
1979
1981
19992000
20052006
2000
2007
1997

Miranda’s Lament

1999

Oltra Mar

19981999
1980

passion in fifteen stations, 1 hour and 15
minutes
for mezzo-soprano and ensemble, 4 minutes
for soprano, cello solo and ensemble
1 St version, for soprano and ensemble, 6
minutes
2nd version for soprano and ensemble, 6
minutes
Seven Preludes for the New Millennium, for
mixed choir and orchestra, 15 minutes
for soprano and prepared piano, 4 minutes

2002
2002

for baritone and ensemble
1st version, for soprano and piano, 23

La Passion de Simone

Preludi - Tunnustus Postludi
Prospero’s Vision Quatre instants

1998
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Quatre instants

2002

Quatre messages

1999

Sua katselen

20042005
2006
19922004
20002006
19862000
20092010
2001

Sydan
The Tempest Songbook
Three Leino Songs
Unien kieliopista
Emilie
Uberzeugung

minutes
2nd version for soprano and orchestra, 23
minutes
or four small messages, version of “death”,
from “Oltra mar”, the stage performance
“unien kieliopista” for 2 sopranos, flute and
harp, 8 minutes
for soprano and piano
for soprano and piano
cycle for soprano, baritone and ensemble, 21
minutes
cycle for soprano and piano, 6 minutes
for 2 sopranos, flute, viola, cello and harp
opera
for 3 women’s voices or women’s choir,
rattlesnake, violin and cello, 2 minutes

CONCERT MUSIC
(sorted alphabetically)
Title
...a la fumee
Amers
Graal theatre

Year
1990
1992
1994

Graal Theatre

1997

L’aile du Songe

20002001
2006
2002

Notes on light
Terrestre

Information
for large orchestra, 18 minutes
for cello and ensemble, 20 minutes
1st version, for violin and orchestra, 30
minutes
2nd version for violin and ensemble, 30
minutes
concerto for flute and orchestra without
winds, 18 minutes
for cello and orchestra, 25 minutes
arrangement of the 2nd movement of
“Dream Wing” for flute solo and small
ensemble, 10 minutes

ELECTRONIC MUSIC
(sorted alphabetically)
Title

Information

Year
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Cartolina per Siena
Cloud Music
Collisions
Csokolomu
Etant Donne le Bleu
Jardin secret 1
Jingle pour le Centre
Pompidou
La Dame a la licome

1979
19971999
1986
1985
1993
1984
1992

Nox Borealis

19931999
2008

Pilvimusiikkia
Prisma

1997
1999

Skotten i Helsingfors
Stilleben

1983
1987

Study 11 for Life
Suuri illusioni
Valon ihme
Vers le Blanc
« Suomi 75 vuotta »

1981
1985
1991
1982
(unknown)

tape, 3 minutes
Electro-acoustic Works, 32 minutes
Web, collaboration with Jean-Baptiste
Barriere
sound staging objects
soundtrack of computer graphics, 3 minutes
for tape, 10 minutes
for tape, 5 minutes
tape, 43 minutes
installation, with picture of Jean-Baptiste
Barriere, 16 minutes
electroacoustic Installation
Music CD-ROM ‘Prisma’, for electronics,
19 minutes
theater music for tape, 30 minutes
Still life with moving landscape through the
window, 22 minutes
for tape, 12 minutes
film music on tape
film music on tape, 32 minutes
tape, 15 minutes
Jingle, for tape

INSTRUMENTAL MUSIC
(sorted alphabetically)
Title
Asteroid 4179 : Toutatis

Year
2005

Danse des flocons I

2002

Du cristal

19891990
1990
1998
19861987
19851986

Fanfaari
Forty Heartbeats
lo
Lichtbogen

Information
concert “Ad Astra”, composed of works by
Holst ‘The Planets’, Saariaho, Dean,
Pintscher, Tumage., 4 minutes
2nd version for string orchestra, educational
work
for large orchestra, 18 minutes
wind ensemble and percussion, 1 minute
for chamber orchestra, 3 minutes
for ensemble, tape and electronics, 18
minutes
for ensemble, 16 minutes
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Maa
Nymphea Reflection
Orion
Solar
Song for Betty

1991
2001
2002
1993
2001

Verblendungen

19821984

,

dance music in seven games
for string orchestra, 22 minutes
for Orchestra, 25 minutes
for ensemble, 18 minutes
arrangement of the last movement of
“I’Amour de Loin” for orchestra, 3 minutes
for chamber orchestra, 14 minutes

CHAMBER MUSIC
(sorted alphabetically)
Title
Aurora
Cendres
Ciel etoile
Danse des flocons I et 11
Im Traume
Je sens un deuxieme coeur
Mirrors

Year
1979
1998
1999
2002
1980
2003
1997

Neiges
Neiges
New Gates

1998
1998
1996

Nymphea

1987

Oi kuu
Terra Memoria
Trois rivieres
Yellows

1990
2007
1993
1980

Information
quintet, 3 minutes
for alto flute, cello and piano, 10 minutes
for percussion and bass, 4 minutes
1 St version, for 2 violins, pedagogical work
Cello and Piano, 10 minutes
piano, viola and cello
excerpt from the CD-ROM ‘Prisma’, for
flute and cello, 4 minutes
1 St version for 8 cellos, 15 minutes
2nd version for 12 cellos, 15 minutes
Adaptation of‘Gates’ from the ballet ‘Maa’,
for flute, viola and harp, 13 minutes
Secret Garden III, for string quartet and
electronics, 20 minutes
for bass clarinet and cello, 6 minutes
for string quartet, 15 minutes
for four percussionists, 16 minutes
for horn and percussion, 8 minutes

SOLO MUSIC (except voice)
(sorted alphabetically)
Title
Ballade
Canvas
Couleurs du vent
Dolce tormento
Folia

Year
2005
1978
1998
2004
1995

Information
for piano, 3 minutes
for flute, 5 minutes
for alto flute, 9 minutes
for piccolo flute, 5 minutes
bass and electronics for ad libitum, 13
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Jardin secret 11
Kollisionen
Laconisme de I’aile
Liisan taikahuilu
Monkey Fingers, Velvet
Hand
NoaNoa
Nocturne
Petals

1984
1984
1982
1998
1991

Pres

19921994
2000
19931995
1996
20002001
2006
2007

Sept Papillons
Six Japanese Gardens
Spins and Spells
Trois rivieres: delta
Vent nocturne
Etincelles

1992
1994
1988

minutes
for harpsichord and tape, 12 minutes
for percussion
for flute, 10 minutes
for flute, 3 minutes
piano, 5 minutes
for flute and electronics, 10 minutes
for violin, 6 minutes
for cello and electronics ad libitum, 8
minutes
for cello and electronics, 18 minutes
for cello, 8 minutes
for percussion and electronics, 10 minutes
for cello, 7 minutes
for percussion and electronics, 15 minutes
for viola and electronics
for cello, 1 minute
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Kaija Saariaho’s discography, as found on her personal website (Tables 9.6-9.8).^

MONOGRAPHIES/PORTRAITS
(CDs with only the musie of Kaija Saariaho)
sorted alphabetically
Album Name

“A Portrait of
Kaija Saariaho”

Record
Company Identification
Number (Year
of Publication)
BIS-LP 307
(1986, reprinted
1997)

“Kaija Saariaho:
Chamber Music”

Kairos 0012412KAI
(2004)

“Kaija Saariaho:
Cinq reflets de
I'Amour de loin,
Nymphea
Refleetion, Oltra
mar”
“Kaija Saariaho:
Du cristal, ...a la
fumee,
Nymphea”

Ondine - ODE
1049-2 (2004)

“Kaija Saariaho:
Du Cristal,...a la
fiimee”
“Kaija Saariaho:
From the
Grammar of
Dreams”

Ondine - ODE
1047-2 (2004)

Ondine - ODE
804-2 (1993)
Ondine - ODE
958-2 (2000)

Album Information

Verblendungen (RSO, dir. Esa-Pekka Salonen), Sah
den Vogeln (Ensemble, dir. Atso Almila), Jardin
Secret I, Laconisme de I'aile (Camilla Hoitenga,
flute).
Chamber Music: Cendres, Noa Noa, Mirrors (two
versions). Spins and Spells, Monkey Fingers, Velvet
Hand, Petals, Laconisme de I'aile, Six Japanese
Gardens (Andreas Boettger, percussion)
Wolpe Trio (Lesley Olson, flute, Scott Roller, cello,
Susanne Achilles, piano)
Cinq reflets de I'Amour de loin, Nymphea Reflection,
Oltra mar
Pia Freund, soprano, Gabriel Suovanen, baritone,
Tapiola Chamber Choir, Finnish Radio Symphony
Orchestra, cond. Jukka-Pekka Saraste
Du cristal, ...a la fiimee, Nymphea (Jardin secret III),
Sept papillons (first commercial recording)
Anssi Karttunen, cello, Los Angeles Philharmonic
Orchestra, eond. Esa-Pekka Salonen, Kronos Quartet
(Nymphea)
[part of the material also published in Ondine ODE
804-2, 19931
Du Cristal,...a la fumee, Nymphea (LA Philharmonic,
dir. Esa-Pekka Salonen, Kronos Quartet, Anssi
Karttunen, cello, Petri Alanko, flute).
From the Grammar of Dreams: vocal works (Du
glick, flog, Preludi-Tunnustus-Postludi, Miranda’s
Lament, Caliban’s Dream, From the Grammar of
Dreams, 11 pleut, Adjd, Grammaire des reves. Die

' Kaija Saariaho, “Discography,” Kaija Saariaho, http://www.saariaho.org (accessed August 27,

2010).
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“Kaija Saariaho:
Graal theater”

Ondine - ODE
9970 (2002)

“Kaija Saariaho:
L’Aile du songe”

Montaigne MO 782154
(2002)

“Kaija Saariaho:
L’Amour de
loin”

Harmonia
Mundi HMC801937.38
(2009)

“Kaija Saariaho:
La Deime a la
Lincome, Cloud
Music”
“Kaija Saariaho:
New Gates”

PETALS 003
(1999)

“Kaija Saariaho:
Prisma”

Naive MO782087
(2001)

“Kaija Saariaho:
Private Gardens”

Ondine - ODE
906-2(1997)

“Kaija Saariaho”

Finlandia FACD 354
(1989)
Ondine - ODE
791-2 (1992)
PETALS 002
(1998)

“Kaija Saariaho”
“Kaija Saariaho”

“Kaija Saariaho”

MODE 91
(2000)

Sony Classical
-60817 (2001)

Aussicht)
Anu Komsi, Piia Komsi, sopranos, Petteri Salomaa,
bariton, Avanti! dir.Hannu Lintu
Reprinted
Graal theatre (first recording of the chamber
orchestra version), Solar, Lichtbogen
John Storgards, violin, Avanti! Chamber Orchestra,
cond. Hannu Lintu
Laconisme de I'aile, Flute Concerto "L'Aile du
songe", poems Saint-John Perse
Camilla Hoitenga, flute, Amin Maalouf, reciter,
Finnish Radio Symphony Orchestra, cond. JukkaPekka Saraste, (Kaija Saariaho & Jean-Baptiste
Barriere, electronics)
L’Amour de loin
Daniel Belcher, baritone, Ekaterina Lekhina, soprano,
Marie-Ange Todorovich, mezzo
Deutsches Symphonie Orchestra and Choir Berlin,
cond. Kent Nagano
Two Musical Environments: La Dame a la Licome,
Cloud Music
Anu Komsi, soprano
New gates: Chamber music (Cendres, Grarrunaire des
reves. Solar, New Gates)
Ensemble Champs d'action dir. James Wood
Prisma: cd-rom + the audio-CD Private Gardens
Private Gardens: Lonh, Pres, NoaNoa, Six Japanese
Gardens (Dawn Upshaw, soprano, Anssi Karttunen,
cello, Camilla Hoitenga, flute, Florent Jodelet,
percussions).
Private Gardens: Lonh, Pres, NoaNoa, Six Japanese
Gardens (Dawn Upshaw, soprano, Anssi Karttunen,
cello, Camilla Hoitenga, flute, Florent Jodelet,
percussions
Verblendungen, Lichtbogen, lo (Avanti, dir. JukkaPekka Saraste), Stilleben.
Maa: Ballet Music in Seven Scenes (Ensemble, dir.
Tapio Tuomela).
Works for cello: Petals, Pres, Spins and Spells
Anssi Karttunen, cello
Graal Theathre, Chateau de fame, Amers (Avanti!,
BBC Symphony, dir. Esa-Pekka Salonen, Gidon
Kremer, violin. Dawn Upshaw, soprano, Anssi
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“Kaija Saariaho”

INA 5013 /275
922 (2002)

“Kaija Saariaho”

Aeon 637
Harmonia
Mundi (2006)

“Meet The
Composer: Kaija
Saariaho”

□FinlandiaFACD 398423407-2 (1999)

“Saariaho: Notes
on Light, Orion,
Mirage”

Ondine - ODE
1130-2(2008)

Karttunen, cello).
Six Japanese Gardens, Trois rivieres: DeltaDThierry
Miroglio, percussions
http ://www. ina.fr/produits/disques/inaGRM/disque212.fr.html
Works for cello (Petals, Oi Kuu, Spins and Spells,
Mirrors, Sept Papillons, Pres)
Alexis Decharmes, cello, Nicolas Baldeyrou, clarinet,
Jeremie Fevre, flute
Meet The Composer: Kaija Sariaho (2 CDs reprint
from various Finlandia)
Verblendungen, Lichtbogen, lo (Avanti, dir. JukkaPekka Saraste), Stilleben,
Jardin Secret II (Jukka Tienssu, harpsichord). Petals
(Anssi Karttunen, cello), Lichtbogen (Endymion,
cond. John Whitfield)
Notes on Light, Orion, Mirage
Karita Mattila, soprano, Anssi Karttunen, cello,
Orchestre de Paris, cond. Christoph Eschenbach

OTHER CDS WITH PIECES BY KAIJA SAARIAHO
(CDs with one or more pieces by Kaija Saariaho)
sorted alphabetically
Album Name

“20'*’ Century
Solo Cello:
Anssi Karttunen”
“A Century of
Finnish Chamber
Music, Live from
the Kuhmo
Festival”
“A Due”

Record
Company Indetification
Number (Year
of Publication)
Finlandia —
FACD 544182
(1992)
Ondine - ODE
984-2S (6 CDs,
2002)
Ondine - ODE1102-2 (2007)

Album Information

Saariaho: Petals (+ works by Ysaye, Krenek,
Dellapiccola, Lutoslaski, Dutilleux, Lindberg,
Salonen)
Anssi Karttunen, cello
A Century of Finnish Chamber Music, Live from the
Kuhmo Festival
CD 6: Saariaho: Spins and Spells
Roi Ruottinen, cello
A Due
Kari Krikku, clarinet, & Anssi Karttunen, cello
Saariaho: Oi Kuu
(+ works by Tiensuu, Kortekangas, Lindberg,
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“Baltic Voices
3: Estonian
Philarmonic
Chamber Choir,
Paul Hillier”

Harmonia
Mundi - HMU
907391 (2005)

Merilai’nen, Jokinen, Bergman, Lansio, Heininen,
Hakola)
Baltic Voices 3
Estonian Philarmonic Chamber Choir, Paul Hillier
Saariaho: Nuits, Adieux
(+ works by Augustinas, Gudmundsen-Holmgreen,
Mazulis, Bergman, Martinatis, Tiiur, Gorecki)

“BBC Symphony
Orchestra, cond.
Jukka-Pekka
Saraste”
“Cellos Galore:
Helsinki Cello
Ensemble”

Warner Classics
-2564-619522 (2005)

Saariaho: Orion (+ works by Corigliano and Long)
BBC Symphony Orchestra, cond. Jukka-Pekka
Saraste

PETALS 005
(2000)

“Computer
Music Currents
5”
“Conspirare,
Chamber Music
for solo flute,
Patti Monson,
flute”

Wergo - WER
2025-2 (1990)

Neiges, for 8 cellos
Helsinki Cello Ensemble
(+ works by Heininen, Ortiz, Piassolla, Puumala,
Taira)
Computer Music Currents 5
Saariaho: Jardin Secret I (+ works by Harvey, Loy,
Maiguaschca, Smalley) □
Conspirare, Chamber Music for solo flute, Patti
Monson, flute
Saariaho: Noa Noa (+ works by Reich, Dick, Meltzer,
Higdon, Bresnick)

“Dramatic
Games, Tatjana
Vassilieva,
cello”
“Electricity:
works for cello
and electronics”

Composers
Recording, Inc.
- CRI 867
(2000)
Accord - 472
272-2 (2003)

Dramatic Games, Tatjana Vassilieva, cello
Saariaho: Spins and Spells (+ works by Schedrin,
Dutilleux, Schnittke, Penderecki, Saariaho)

Albany TROY726
(2004)

Electricity: works for cello and electronics
Saariaho: Petals (+ works by Tanaka, Tiensuu, GangRU Ge, Davidovsky, Gordon)

“Electro
Acoustic Music
1”

Neuma - 45073(1990)

“Electro
acoustic Music
III”

Neuma - 45087(1994)

“Endymion
Ensemble - John
Whitfield,
Conductor”

Finlandia FACD 361
(1989)

Madeleine Shapiro, cello

Electro acoustic Music I
Saariaho: Petals (+ works by Lansky, Risset,
Boulanger, Warner)
Anssi Karttunen, cello
Electro acoustic Music III
Saariaho: NoaNoa (+ works by Karpen, Nelson,
Dusman, Fuller, Risset)
Camilla Hoitenga, flute
Saariaho: Lichtbogen (+ works by Lindberg,
Hameenniemi, Kaipainen)
Endymino Ensemble, dir.John Whitfield
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“Farber der
Stille”

Cybele - SACD
361 201 (2003)

“Folia: Tom
Tom Duo”

JaseCD 0037
(2002)

“From
Scandinavia:
Lindberg,
Saariaho,
Sorensen,
Tiensuu”

Jase - JASELP
0010(1987)

“Insomnia:
Gidon Kremer,
Naoko Yoshino”

Philips
B000026CMT
(2000)

“Kaija Saariaho,
Jose Manuel
Lopez Lopez”

RTVE - SIB003 (1995)

“Karita Mattila’s
Helsinki Recital,
recorded live at
the Finnish
National Opera”
“Kemiran 75Vuotiskonsertti”

Ondine - ODE1100-5 (2007)

Kermira- cd 75
(1995)

“Konvergence
Ensemble”

Matous - MK
0057-2 131
(2006)

“Ladder of
Escape 9,
Ernestine Stoop,
harp”
“Music
Composed at
IRCAM: The
Eighties “

Attacca - 2493
(2004)

Ircam - CD
0002 (1990)

Farber der Stille
Saariaho: Nymphea (+ works by Feldman,
Imbeschied, Roller and Takemitsu)
Ensemble Gelber Klang
Folia, Tom Tom Duo
Saariaho: Folia
Juha Pesonen, double bass
Saariaho: Im Traume (Risto Poutanen, violoncello,
Ilmo Ranta, piano). □
Montaigne MO782033 (1996)
reprinted Montaigne 782141 (1996)
From Scandinavia: Lindberg, Saariaho, Sorensen,
Tiensuu
Saariaho: Nymphea
Arditti String Quartet
Saariaho: Noctune (+ works by Cage, Takemitstu,
etc.)
Gidon Kremer, violin & Naoko Yoshino, Harp
Saariaho: Nuits, Adieux, Pres (+ works By Jose
Manuel Lopez Lopez)
Anssi Karttunen, cello. Electric Phcenix, cond Terry
Edwards
Karita Mattila’s Helsinki Recital, recorded live at the
Finnish National Opera
Saariaho: Quatre instants
(+ works by Duparc, Rachmaninov, Dvorak)
Kemira 75 Years Concert, Avanti! Chamber
Orchestra, cond. Leif Segerstam
Saariaho: lo (+ works by Johann Strauss II,
Beethoven, Segerstam)
Konvergence Ensemble
Saariaho: Lichtbogen
(+ works by Takemitsu, Plachka, Palka, Stochl,
Rybar)
Ladder of Escape 9, Ernestine Stoop, harp
Saariaho: Fall (+ works by Andriessen, Carter, etc.)

Music Composed at IRCAM: The Eighties
Saariaho: lo (extract) (+ works by Barriere, Stroppa,
Boulez, Manoury, etc.)
Ensemble Intercontemporain, cond. Peter Eotvds
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“New Nordic
Chamber Music,
Warme Quartet”

Danacord DACOCD 423
(1994)

New Nordic Chamber Music, Warme Quartet
Saariaho: Laconisme de I’aile (+ works by Alsted,
Jeppson, Eiriksdottir, ore, Becker, Lund)

“Nouvel
Ensemble
Modeme, dir.
Lorraine
Vaillancourt”
“Oiseaux
Tendres:
Manuela
Wiesler, flute”
“Rattle’s
Planets”

Ummus UMM 102
(1990)

Saariaho: Lichtbogen (+ works from Benjamin,
Ligeti)
Nouvel Ensemble Modeme, dir. Lorraine
Vaillancourt

BIS-LP 689
(1994)

Saariaho: Laconisme de I'aile (+ works by Rivier,
Vivaldi, Popp, Messiaen, Izarra)
Manuela Wiesler, flute

“Repertoire
Polychrome 2”

“Sand und
Drang: Canto e
Passione”

“Solo Violin
Recital; Janos
Negyesy”
“Sydan: Anu
Komsi Sings
Eino Leino
Anu Komsi,
soprano, Pia
Varri, piano”
“Tapiola
Chamber Choir,

Rattle’s Planets
Saariaho; Asteroid 4179: Toutatis
Rundfunkchor Berlin, Berliner Philharmoniker, cond.
Sir Simon Rattle
(+ works by Holst, Matthews, Pintscher, Tumage,
Dean)
Repertoire Polychrome 2
Musique
Saariaho: Nuits, Adieux (+ works by Cohen, Pascal,
Francaise
d’Aujourd’hui - Kurtag, Dubedout, Levaillant)
Ensemble Vox Nova
MFA 216030
HMCD73
(1999)
Sand und Drang, Canto e Passione,
Nuova Era Ensemble Europeo Antidogma Musica, Linda
7364 (2001)
Campanella, soprano
Saariaho: Die Aussicht (+ works by Corregia,
Solbiati, etc.)
Solo Violin Recital□ Saariaho: ...de la terre (+ works
Aucourant
by □ Janos Negyesy, violin
Records (2005)
Sydan: Anu Komsi Sings Eino Leino
Alba - ABCD
Anu
Komsi, soprano, Pia Varri, piano
231 (2007)
Saariaho: Sua Katselen, Sydan, Iltarukous
(+ works by Fagerlund, Hannikainen, Kaipanen,
Kilpinen, Komsi,
Kortekangas, Kuula, Linjama, Melartin, Merikanto,
Nordgren)
Tapiola Chamber Choir, cond. Eric-Olof Soderstrdm
Ondine Saariaho: Nech och inte, Suomenkielinen
ODE796-2
EMI - 3 69690
2(2006)
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cond. Eric-Olof
S6derstrom“
“Tapiola
Chamber Choir,
cond. Hannu
Noijanen”
“Tapiola
Oringinals:
Tapiola Chamber
Choir, cond.
Hannu
Noqanen”
“The Cleveland
Orchestra, cond.
Franz WelserMdst”
“The Fantastic
Harpsichord: Le
Clavedcin
Fantastique
Cembalo”
“Une
contrebasse, un
humain: JeanPierre Robert,
doublebass”
“Violin Visions,
Bodil Rorbech,
violin”
“Vivienne
Spiteri”

(1992)

sekakuorokappale (+ works by Kortegangas, etc.)

ECM - New
Series 1799 472
4222(2005)

In due tempi (+ works by Cage and Madema)
Saariaho: Nymphea
Cikada String Quartet

Alba - ABCD
207 (2005)

Tapiola Originals
Saariaho: Tag des Jahrs (+ works by Kaipainen,
Sisask and Tiitir)
Tapiola Chamber Choir, cond. Hannu Norjanen

Smuckers (2004)

Saariaho: Orion (+ Tchaikovsky)
The Cleveland Orchestra, cond. Franz Welser-Mdst

Finlandia FACD 357
(1987)

The Fantastic harpsichord, Jukka Tiensuu,
harpsichord
Saariaho: Jardin Secret II (+ works by Xenakis,
Corrette, Soler, Tienssu, Sciarrino)

Ameson B0014CEOX6

Une contrebasse, un humain
Jean-Pierre Robert, doublebass
Saariaho: Folia
(+ works by Matalon, Jodlowski, Jaffrenou,
Giroudon, Estager, Rolin, Haddad)
Violin Visions, Bodil Rorbech, violin
Saariaho: ...de la terre (+ works by Mary, Olofsson,
Link, Frounberg)
Saariaho: Jardin Secret I (+ works by Keane,
Heldman, Karlsson, Justel, Brady, Pennycook,
Dolden,
Viviennne Spiteri, harpsichord
Works for cello, Friedrich Gauwerky, cello
Saariaho: Petals (+ works by Holler, Heyn, Cary,
Hiibler, Barrett)

Albany TROY728
(2005)
J&W 931
(1992)

“Works for cello,
Friedrich
Gauwerky,
cello”

Albedo ALBCD013
(1999)

“Let it be. Hyper
Music from
Lennon &
McCartney, by
Aki Takahashi,
piano“

EMI Eastworld
-TOCE 8021
(1992)

Let it be. Hyper Music from Lennon & MeCartney,
by Aki Takahashi, piano
Saariaho: Monkey Fingers, Velvet Hands (+ works
by Tenney, etc.)
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DVD
Album Name

“L’Amour de
loin”

Record
Company Identification
Number (Year
of Publication)
Deutsche
Grammophon DVD 00440
073 40264
(2005)

Album Information

Kaija Saariaho: L'Amour de loin
Libretto by Amin Maalouf
Conductor: Esa-Pekka Salonen
Stage & Movie Director: Peter Sellars
with
Gerald Finley, Dawn Upshaw, Monica Groop
Orchestra & Choir of the Finnish National Opera
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APPENDIX D
Email Correspondence - Composer, Kaija Saariaho
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BM (November 18, 2010):
Hello Ms. Saariaho,
I hope this email finds you well and that it does not interfere with your busy schedule.
I am a doctoral candidate at the University of Kentucky in the U.S. Recently, I was
approved to write my dissertation on an analysis of your two pieces, "Six Japanese
Gardens" and "Trois Rivieres: Delta." It is my hope that I would be able to get input
from you on these two pieces. In particular, I am interested in finding if there are
specific experiences that you may have had for which you based these two pieces, as
well as any ideas, principles, or philosophies for which you use to compose them. I have
already done some preliminary analyses of these pieces and I miming into the preverbal
"brick wall" in terms of deciphering what the fundamental building blocks are for many
of the movements. If I could get your help, it would be greatly appreciated. Especially if
you would be willing to send me any first-hand materials like sketches, graphs, or
number tables that you used in the creation of these two pieces.
I know you are very busy, but I would love to be able to correspond with you more
about these pieces. Also, I if you would be available for an online interview sometime, I
would love to ask you some questions in real-time. But, if not, I will not be offended if
you need to deeline an interview.
Thank you so much for you time. I truly hope this is the beginning of a healthy dialogue!
Sincerely,
Brad Meyer
IrmoBradl 2@hotmail.com
803.730.2902
http://www.Brad-Meyer.com

KS (November 29, 2010):
Dear Brad,
Thanks for this. I'm glad my music interests you, but I am not giving interviews for this
kind of projects, because otherwise I would have no time to do anything else!
You can send me very precise questions by email and I'll see what I can remember. I
don't keep archives of my pieces, and so far nobody else either;
Best regards,
Kaija Saariaho

BM (Novemeber 29, 2010):
Thank you for offering to help! I may email you with a few short, specific questions
every now and then in hopes that you might be able to answer them quickly so as to take
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as little of your time as possible.
Here are two that I have been wanting to ask:
1) Is there a specific location, scene, image, or object that you envisioned when
composing the "Stone Bridges" movement of Six Japanese Gardens? Was it the stone
bridge that crosses the koi pond in the Tenju-an Garden (picture attached)?
(attached photo(s) not depicted do to lack of copyright permission)
2) Is there a specific location, scene, image, or object that you envisioned when
composing the "Dry Mountain Stream" movement of Six Japanese Gardens?
Sincerely,
Brad

KS (November, 29 2010):
Dear Brad,
1) This picture doesn't correspond my memory. I'll try to look for a picture
2) This part is inspired by the Ryoan-ji Zen Garden
Regards,
KS

KS (November 29, 2010):
Brad,
we have the picture somewhere and I can get it to you at some point, not now.
The bridge is something like this
(attached photo(s) not depicted do to lack of copyright permission)
Regards,
KS

BM (January 13, 2011):
Hello Ms. Saariaho,
Happy new year to you!
I was wondering if you were able to find the picture of the specific stone bridge you
were referencing in the sixth movement of Six Japanese Gardens? It would greatly help
to use your personal picture in the dissertation I am currently writing.
Thank you,
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Brad

BM (January 14, 2011)
Also, I was wondering the three movements of "Trois Rivieres: Delta" were reference to
the three islands in the delta of the city Trois Rivieres in Quebec? If so, do the
movement correlate directly to a specific island (ex: Mov't 1 with the isle of SaintChristophe, Mov't 2 with the isle of Caron, etc.)?
Sincerely,
Brad

KS (January 15, 2011):
Dear Brad,
Happy new year to you as well!
here is my stone bridge in Katsura:
(attached photo(s) not depicted do to lack of copyright permission)
Concerning Trois Rivieres, my rivers are completely imaginary. I had no idea that there
is a city called Trois Rivieres in Quebec...
Best regards,
Kaija

BM (January 16, 2011)
Thanks for the picture of the bridge at Katsura!
1 was also wondering if you had intended "Six Japanese Gardens" and "Trois Rivieres"
(and more specifically, "Trois Rivieres: Delta") to be sister pieces that could/should be
played back to back? If so, which did you envision being performed first?
Thank you for your time.
Sincerely,
Brad

KS (January 16, 2011):
Dear Brad,
These pieces are completely independent and have been composed in very different

164

situations. "Trois Rivieres : Delta" has been written at the demand of French
percussionist Thierry Miroglio, and if he wouldn't have proposed it, maybe I wouldn't
have done it. This happens often with my music: musicians ask for arrangements and
sometimes I see potential and do it.
Best regards,
Kaija
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APPENDIX E
Email Correspondence - Professor Jonathan Chaves
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Brad Meyer (November 19, 2010):
Hello Prof. Chaves,
1 am currently writing a DMA dissertation at the University of Kentucky on a piece of
music, which is based off a poem by Li Po (supposedly). 1 came upon your information
as 1 was scouring the web trying to find this Li Po poem. 1 was wondering if you had any
information where this original poem may be found, and where a translation of it into
English can be found? I have looked through several complete collections of Li Po's
poetry (that has already been translated into English) and 1 cannot seem to find this
poem anywhere.
In the liner notes of the piece, the poem was presented in French, but I've included a
translation of it through Google (which I know is not very helpful) at the bottom of this
email. If you could help point me in the right direction of where I may find any resource
that can give me the poem in its original characters and/or an English translation, I
would be most appreciative.
If you are not able to help, but know of someone who may be able to help, please
forward this email along to them.
Thank you so much for you time.
Sincerely,
Brad Meyer
803.730.2904
http://www.Brad-Meyer.com

Nuit de lune sur le fleuve
Doucement la brise sur le fleuve se leve,
Tristement les arbres pres du lac frissonnent.
Je monte sur la proue par la belle nuit calme.
On etale les nattes et la barque legere s’elance.
La lune suit la fuite des monts sombres,
L’eau s’ecoule avec le del bleu,
Aussi profonde qu’inversement le Fleuve celeste.
Rien n’est visible, sinon I’ombre melee de I’arbre et du nuage.
La route du retour est longue, longue;
L’immensite de fleuve est triste, triste.
Je suis seul, les fleurs d’orchidee s’effacent.
Le chant du pecheur rappelle ma tristesse.
Le detour escarpe derobe le rivage en arriere,
Le sable clair signale un ecueil par devant.
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Je pense a vous, Seigneur, que ma vue n’atteint plus
Et le regard perdu au loin, medite mon regret.
by Li Po
Google Translation
Moonlit night on the river
Slowly the breeze on the river rises,
Sadly the trees near Lake shiver.
I ride on the bow by the beautiful calm night.
Mats were spread slightly and the boat leaps.
The moon follows the flight of dark mountains.
The water flows with the blue sky,
Conversely the profound Heavenly River.
Nothing is visible, otherwise the shadow mixed tree and cloud.
The road back was long, long;
The immensity of the river is sad, sad.
I am alone, the orchid flowers fade.
The fisherman's song reminds my sadness.
The detour steals the steep shore back
Indicates a clear sand trap in front.
I think of you. Lord, that my vision has fallen below

Jonathan Chavez (November 19, 2010):
Dear Brad,
The poem in question is not one of Li's best known works. I attach here the complete
original text (Western style—horizontal and left to right) with a new translation by
myself which you are welcome to use so long as it is acknowledged ("Translated by
Jonathan Chaves"). I use Wade-Giles romanization for consistency with "Li Po".
Best, JC
Jonathan Chaves, professor of Chinese
Department of East Asian Languages & Literatures
The George Washington University
Rome Hall 468-801 22nd St. NW
Washington, DC 20052
(attachedfile):
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Li Po
Traveling on the River on a Moonlit Night—Sent to Supernumerary Ts'ui Tsung-chih
Gently, gently, river breezes start.
Sadly, sadly, lake trees turn autumnal.
Up at the prow, I enjoy the pure beauty of the night
As they raise the sail, and our small craft starts to move.
The moon now follows green mountains as it turns.
The waters join the dark sky as they flow.
In vast distance, the Milky Way appears:
I sense the mystery of the cloudy woods.
My route back home goes on and on.
The flowing river extends, extends still more.
I only grieve that marsh-orchids wither now.
But also hear the sadness of water-chestnut songs.
The bank winds on, obscuring the other shore;
The sand sparkles—I spy an island ahead.
I long for you, but no longer are you seen:
I gaze into the distance, my grief at parting grows.
*The poet has been seen off on his homeward journey by a friend.
Among other sights and sounds, he hears the singing of the
water-chestnut gatherers, out in their boats at night.
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The original text will be found in Li Po chi chiao-chu ^ S
("The Complete Works of Li Po Collated and Annotated") by
Ch'ii Jui-yuan and Chu Chin-ch'eng (Shanghai: Ku-chi ch'u-pan-she, 1980, in two
volumes), Vol. I, p. 851.

BM (November 19, 2010):
Thank you so much for your time Prof Chaves! I will most certainly acknowledge your
contribution in the final dissertation.
Sincerely,
Brad Meyer
803.730.2904

JC (November 19, 2010)
PS Please note that Li Po in Pinyin romanization, used by most today, would be Li Bo.
However, to further complicate matters, the personal name, Po [surnames come first in
Chinese] is usually pronounced Pai = Bai by Chinese today, Po = Bo being an archaic
pronunciation. Also, if you need background on the poet, a good source would be Arthur
Waley, The Poetry and Career of Li Po.
Jonathan Chaves, professor of Chinese
Department of East Asian Languages & Literatures
The George Washington University
Rome Hall 468-801 22nd St. NW
Washington, DC 20052
phone 202-994-6474; fax 202-994-1512
cell 703-472-3204
email jchaves@gwu.ed
http://chineseinjapan.blogspot.com/

JC (November 19, 2010):
PPS The iconic (imaginary) portrait of Li Po by 13th century artist, Liang K'ai, in the
Tokyo National Museum, Japan. The Japanese have revered Li's poetry. He was also the
first Chinese poet to have single volumes of translations dedicated to his work, by the
German Klabund (1915) and the Japanese Shigeyoshi Obata (in English, 1922); also
translated by Ezra Pound in 1915 along with other poets.
Jonathan Chaves, professor of Chinese
Department of East Asian Languages & Literatures
The George Washington University
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Rome Hall 468-801 22nd St. NW
Washington, DC 20052
phone 202-994-6474; fax 202-994-1512
cell 703-472-3204
email jchaves@gwu.ed
http://chineseinjapan.blogspot.com/
(attached photo(s) not depicted do to lack of copyright permission)

BM (November 19,2010):
You are the best!!! Thank you so much for going above and beyond; I will definitely be
using all of this information.
Sincerely,
Brad

JC (November 20, 2010):
Dear Brad,
My great pleasure. I find what you are doing most interesting, and at some point would
love to see a precis of it. The composer? Also I'm curious about the French translator of
the poem. Demieville, perhaps? It is a very fine translation.
Best, JC
Jonathan Chaves, professor of Chinese
Department of East Asian Languages & Literatures
The George Washington University
Rome Hall 468-801 22nd St. NW
Washington, DC 20052
phone 202-994-6474; fax 202-994-1512
cell 703-472-3204
email jchaves@gwai.ed
http://chineseinjapan.blogspot.com/

BM (November 20, 2010):
1 will definitely send you a copy of the dissertation (hopefully it will be done by May).
The composer is Kaija Saariaho, she's a Finnish composer known for her electric and
electroacoustic works.
As for the translation. I'm not sure where it came from. It was given in the program
notes of the piece, but I can find the original source as of yet.
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Thanks so much!
Sincerely,
Brad

JC (November 20, 2010):
And the translator is:
Louis Laloy
Un article de Wikipedia, I'encyclopedie libre.
Aller a : Navigation, rechercher
Louis Laloy (Gray, 18 fevrier 1874 - Dole, 4 mars 1944) est im musicologue, ecrivain
et sinologue fran^ais.
Docteur es lettres, il devint un eminent musicologue, critique musical, cofondateur du
Mercure musical, enseignant a la Sorbonne puis au Conservatoire, secretaire general de
rOpera de Paris.
Lie a de nombreux compositeurs importants, il fut le premier biographe de Claude
Debussy, ecrivit des ouvrages sur ses contemporains Maurice Ravel, Igor Stravinsky,
Erik Satie, Paul Dukas ... ainsi que sur Jean-Philippe Rameau que Ton redecouvrait
alors. Il est auteur du livret de Padmavati pour Albert Roussel.
Dans un autre domaine on lui doit des ouvrages d'erudition sur la musique et la culture
chinoises.
Il etait le pere de Jean Laloy.
-Choix de pesies chinoises: traduction,introduction et notes par Louis Laloy-in 12
br.,63p., coll.Les chefs-d’oeuvre, edit., Sorlot, 1944- excellent etat (pages jaunies
naturellement)
http://books.google.com/books?id=ztQlsmGxubUC&pg=PA29&lpg=PA29&dq=%221a
+proue+par+la+belle-i-nuit+calme%22&source=bl&ots=pwLloIPCJl&sig=LTphcp\vuiX
JIfAkIF sO wRw09eDI&hl=en&ei=nA7 oTJLYG81QfogsCvCQ&sa=X&oi=book_result&ct=result&resnum=l&ved=0CBMQ6AEw
AA#v=onepage&q=%221a%20proue%20par%201a%20belle%20nuit%20calme%22&f=
false
http://wAvw.larousse.fr/encyclopedie/musdico/Laloy/168131
http://www.gowerpublishing.com/default.aspx?page=637&calctitle=l&pageSubject=34
13&pagecount=2&lang=cy-gb&title_id= 1659&edition_id=3161
Jonathan Chaves, professor of Chinese
Department of East Asian Languages & Literatures
The George Washington University
Rome Hall 468-801 22nd St. NW
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Washington, DC 20052
phone 202-994-6474; fax 202-994-1512
cell 703-472-3204
email jchaves@gwu.ed
http://chineseinjapan.blogspot.com/

JC (November 20,2010):
PS How incredible! The man was both musicologist—with one of the first books on
Chinese music—and a translator of Chinese plays and poetry. I almost went into
ethnomusicology myself, having studied the sarod in India for a year....
Jonathan Chaves, professor of Chinese
Department of East Asian Languages & Literatures
The George Washington University
Rome Hall 468-801 22nd St. NW
Washington, DC 20052
phone 202-994-6474; fax 202-994-1512
cell 703-472-3204
email jchaves@gwu.ed
http://chineseinjapan.blogspot.com/

BM (November 20, 2010):
Oh wow! I think you've contributed more in two days than I have in 4. I wish I had
your resourcefulness and mass amounts of knowledge!
Thanks!
Brad

BM (November 20, 2010):
Dear Brad,
Relax. You're on to a really great topic, from my point of view: the influence of Chinese
poetry in translation in the West, on poets, painters, and musicians as well. I am taking
this further step: Richard John Lynn of the University of Toronto is one of our real
experts on the history of Chinese poetry translation into Western lanugages. I am
querying him about Laloy, because the key question will be whether he had complete
sinological training. Classical literary Chinese is a language one doesn't just "pick up;" it
requires formal training. Laloy, given his ability to do an entire book on Chinese music
as early as he did (!), may well have had such training. But he might also have done one
of two fairly common things: (1) Found a native speaker-informant who would help
him out; such a person would himself have to be, not just any Chinese speaker, but a
trained Chinese scholar; or (2) seek out the help of a sinologist. The most likely
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candidate would have been Paul Demieville, a disciple of Edouard Chavannes, one of
the greatest of French sinologists. They were contemporaries, and Demieville in one of
his writings refers to Laloy in connection with his attention to Chinese theatre. We'll see
what Lynn has to say about the whole matter.
Best, JC
Jonathan Chaves, professor of Chinese
Department of East Asian Languages & Literatures
The George Washington University
Rome Hall 468-801 22nd St. NW
Washington, DC 20052
phone 202-994-6474; fax 202-994-1512
cell 703-472-3204
email jchaves@gwu.ed
http://chineseinjapan.blogspot.com/

BM (November 20, 2010):
Sounds like there might be some rewarding aspects to this project for you as well. I'm
glad I happened upon your information, it's great to have someone take an interest on a
similar topic as myself.
I'd be very interested in learning what you find.
Sincerely,
Brad
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